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ABSTRACT
Following the introduction of national curricula for England and Wales in 
1990, the concept of craft in society and secondary schools was unclear and 
its educational relevance widely questioned. Between 1994 and 1998, the 
Crafts Council commissioned research into craft education. This PhD 
research substantially developed the findings and analysis of one of these 
projects, called 'Pupils as Makers' which investigated pupils' views about 
the educational value of craft. The purpose of this research was to ascertain 
the value and the concept of craft in secondary schools and how it should be 
taught in the future.
The research method was qualitative and included a historical overview of 
craft education and empirical research. The latter employed ethnographic- 
type fieldwork and hermeneutic analysis. Twenty schools were visited for 
three days each and 239 pupils interviewed. Three other instruments were 
employed to triangulate data.
Key findings of the historical overview were that conceptions of craft in 
society, although confused, have been greatly influenced by theories 
formulated within modernity, especially by the Arts and Crafts movement, 
but that these are now being challenged by postmodern theory. Craft 
knowledge is generally understood to be tacit and has always had a low 
status in society and schools. It has been taught in schools in three separate 
strands: women's, workmen's and expressive craft.
Key findings of the empirical research were that Secondary pupils like and 
value craft highly, provided they have ample opportunities to develop 
manual skills. They prefer to learn through demonstration and practising. 
Craft was still taught in the three disparate strands, but was in jeopardy in 
each.
It was argued in conclusion that findings of this research and postmodern 
theory demonstrate that craft is relevant to general education in the twenty- 
first century. However, it is essential that the three strands are reconstituted 
and combined.
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PREFACE
This dissertation is the culmination of a quest that started when I first began 
studying at art college, after leaving school. In this new world of post­
secondary art education, I quickly became keenly aware of a vast gap 
between conceptions of art I had known at school and those common in 
contemporary art. In particular, craft skills that had been encouraged at 
school were considered completely out of date and unnecessary by my peers 
and teachers. It was commonly believed that producing art consisted of 
conceiving an idea, not creating an object. Moreover, some of my teachers 
at that time claimed that making art is an entirely intellectual activity that 
has nothing whatever to do with self-expression or emotions. Even the head 
of ceramics was producing ‘happenings’ with slip, instead of physical 
artefacts.
At first I was bewildered, but determined to try to understand this. I began 
to read copiously, especially in art and cultural history and philosophy. This 
desire to understand is an obsession that has continued ever since.
I was brought up in a London suburb. My father never engaged in a craft 
activities, however my mother sometimes knitted. My primary and 
secondary education included almost no science, let alone technology. At 
school, I particularly enjoyed English, History and Art. After school, I 
attended art college, in London and Canada. Fifty per cent of the curriculum 
of my Masters degree, which I obtained in Canada, was in art education. 
This made me keenly aware of a gulf between how Art and Design was 
commonly taught and many of the education ideas I was then learning about. 
I became preoccupied with possible ways to improve art education and this 
has continued throughout my professional life.
After art college, I taught art and art education at a francophone university 
in Canada for six years. At the age of 29 I returned to the UK. From that 
time I found my appetite for reading took precedence over practising art.
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Despite enjoying the process, when I scrutinised what I had produced, I was 
unsatisfied. I decided that my ability to criticise my work exceeded my 
ability as a practitioner.
For the next fourteen years, I taught at secondary, FE and HE institutions.
At the same time, I continued to read, especially about art, design and 
cultural theories. As well as teaching practical subjects, I lectured in history 
and theory of art, film and cultural studies and design history. The latter 
was particularly stimulating, as it was a younger discipline, where theories 
were being formulated. However, the issue of twentieth century craft was 
peripheral to this.
I taught various craft media, especially ceramics. However, my principal 
involvement with craft education came from teaching HND (Higher National 
Diploma) textiles and interior design students. In the latter case, this 
included designing and making furniture.
Nevertheless, the issue of what craft was did not arise during my teaching. 
Students were sometimes taken to the Crafts Council gallery and I felt 
comfortable with the kinds of artefacts displayed there, without giving it too 
much thought. I remember that friends who were craftspeople expressed the 
view that craft is considered inferior to art and design, which was a source 
of grievance. These friends were also from an art college background and 
our shared view of craft would have been one that emphasised originality 
and aesthetic considerations.
I subsequently became the leader of the interior design course and then of an 
art and design department in an inner London further education college.
This gave me the opportunity to fulfil a long standing ambition to introduce 
educational initiatives that had been gestating for many years, to do with 
how the courses were taught, assessed and managed. I found the work I did 
during those years extremely satisfying.
Equally satisfying has been the opportunity to bring together many strands 
from my previous experience in undertaking this research and writing this 
dissertation. Prior to this, much of the reading I had undertaken was 
haphazard and texts were selected because they interested me, or were
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connected with my teaching. By systematically sorting out and reporting a 
large quantity of literature and research data, I have experienced the kind of 
intellectual challenges and growth I had been seeking when I decided to 
embark on this research.
XIX
0 INTRODUCTION
0.1 BACKGROUND TO THE RESEARCH 
0.1.1 Craft in the 1990s
According to Press and Cusworth (1988, p. 13) ‘...there would appear to be an 
increasingly held view that craft, and therefore craft education, is outmoded, 
expensive and inappropriate to the 1990s and beyond’. Burgess and Schofield 
(1998, p. 124), who share this view, note that 'Craft has few advocates in 
compulsory education, where it has largely lost its place and its way'.
There is also a popular view that craft is an anachronism in an industrial society 
(Frayling, 1990). According to Braverman (1974), in an industrial society craft 
gradually becomes extinct, because craft products are normally more expensive 
than industrially produced equivalents and industry systematically de-skills the 
work-force. In the event, this has not happened. Instead, during the twentieth 
century there has been a massive craft revival, which according to Dormer 
(1990, p .8) is ‘a luxury, wholly dependent on the superfluity of wealth created 
by the manufacturing industry’. By producing luxury goods, which in an 
affluent industrial society many people can afford, a considerable number of 
craftspeople have been able to earn a living. A socio-economic survey of 
craftspeople in Britain, sponsored by the Crafts Council (Knott, 1994), found 
that the number of small businesses of three or more craftspeople rose by 
seventy-five per cent during the 1980s; that they are making a 'substantial' 
contribution to the British economy and there is a great diversity of work 
produced.
At the same time, the reduction in working hours during this century has 
enabled participation by the masses in hobbies, of which craft is one of the most 
popular (McKibbin, 1991; Dormer, 1997). There has been a concomitant 
growth in the market and economy for craft courses, materials and publications 
(Feist and Eckstein, 1991; Baynes, 1998). Growth in tourism and the heritage
industry has contributed to a revival in the practice of traditional craft 
(Hewison, 1987). The romantic strand of the Green movement has also 
embraced craft, as a small scale, gentle and humane alternative to what is 
perceived to be the ecological brutality of much industrial practice (Harrod, 
1999).
It is frequently claimed that from the 1970s, modernity (see glossary) has been 
replaced by postmodernity (see glossary) and industrial society by a post­
industrial one. Within this new social order, traditional divisions, hierarchies 
and identities have collapsed and established definitions of craft have been 
challenged (Phelan, 1984, Collins and Sandell, 1987, Freedman, 1992, Metcalf, 
1993, Markowitz, 1994, Efland, Freedman and Stuhr, 1996). Examples are a 
new significance afforded ethnic and women's craft. According to this view, 
these had previously been overlooked by a hierarchy that considered male, 
western high culture to be superior (Walkerdine, 1989; Dissanayake, 1992; 
Young and Householder 1992). However, within postmodernity this hierarchy 
is collapsing (Freedman, 1992; Hicks, 1992; Markowitz, 1994; Lawrence, 
1995). According to McDermott, (1994, p .74), '...craft values, which never 
went away, have re-appeared as a new force. Crafts, for too long considered 
peripheral and marginal activities, have taken up a leading role in directing 
ideas in the 1990s'.
All the same, within postmodernity there is uncertainty about what craft actually 
is. Moreover, there is an absence of theory about craft, whereas there is a 
considerable body of theory about art, design and technology (Evans, 1998). In 
1999, Harrod (p.465) noted that craft has an ‘uncertain and fragile identity’ and 
that in England and Wales it has been conceived in many different ways. In 
particular, there is confusion about the distinction between craft and art, design 
and technology (Frayling, 1990; Greenhalgh, 1997b; Rees, 1997). Further 
evidence of the uncertainty about the concept of craft is provided by the way 
that in the twentieth century many craftspeople afforded priority to originality 
and ideas, rather than traditional craft skills, and adopted the role model of the 
artist (Frayling, 1990; Dormer, 1994; Metcalf, 1997).
From 1971, it was official British government policy to fund separate councils 
for craft, art and design. Rees (1997) notes that the existence of three separate 
councils meant that, from an official point of view, visual culture was divided 
up and neatly categorised. However, Harrod (1999, p.428) claims that the
‘constructed nature of categories within visual arts’ by government contributed 
to uncertainty about distinctions between them.
The precursor of the Crafts Council was established in 1948 and called the 
Crafts Centre of Great Britain. According to Harrod (1999), this organisation 
represented the interests of those craftspeople who designed and made luxury 
artefacts, using a single medium. Crucially, this organisation rejected rural, 
vernacular and industrial craft. As a result, ‘the Crafts Centre effectively 
defined the boundaries of “ fine craftsmanship” for government and arts policy 
makers for the rest of the century’ (Harrod, 1999, p .211).
Feist and Eckstein (1991, p .56) note that whereas the Crafts Centre was funded 
by the Board of Trade, the Crafts Council was funded by the Office of Arts and 
Libraries and this reinforced an official ‘art-form-based-approach’ to craft.
Percy and Triggs (1990) argue that the Crafts Council only represented one 
section of the creative, leisure industry and other kinds of craft have been 
largely overlooked by policy makers.
In its annual report for 1985/6, the Crafts Council officially stated its position 
on craft. This document declared that ‘The key characteristics of craft are the 
dominant impact of an individual maker at all stages of production; a sense of 
innovation, design content; aesthetic content; technical competence. Broadly the 
Crafts Council is particularly interested in certain materials, for example glass, 
fibre, wood, clay and occupies the ground between the Arts Council and the 
Design Council’ (p.3). Despite this statement. Feist and Eckstein (1991, p. 56) 
claim that ‘A recurring problem for the Crafts Council...is that of definition. It 
is not always easy to establish exactly where the overlap between the visual arts 
and craft occurs’. McDermott (1994) and Harrod (1999) also stress that since 
the 1980s the Crafts Council has been unclear about what craft is and this has 
contributed to uncertainty about the concept of craft in society. McDermott 
(1994) notes that it has added to this uncertainty by exhibiting artefacts such as 
motorbikes and ready-mades as craft.
In 1989, the Wilding Report recommended the abolition of the Crafts Council 
and the transfer of funding to an enlarged visual art and craft department of the 
Arts Council. At the time, this proposal was rejected, however, while this 
dissertation was being written, the present government decided to partly carry it 
out. On 1st April, 1999, overall responsibility for crafts policy passed to the 
Arts Council. The Crafts Council ceased to be funded directly by government
and instead became reliant on the Arts Council for its funding. It retained its 
name and Royal Charter, however some of its functions and responsibilities, 
such as education, passed to the Arts Council’s Visual Arts Department. That 
this happened is perhaps indicative of the uncertainty and fragility of the 
concept of craft in the 1990s.
0.1.2 Craft Education in Secondary Schools
0.1.2.1 Justifications for Craft Education
Craft was rarely taught at all in schools until the late nineteenth century. Instead 
it was taught formally in the workplace by an apprentice system and informally 
in the home. (Sutton, 1967, Carline, 1968, Macdonald, 1970). According to 
Sutton (1967) it has tended to be in the secondary curriculum for two reasons, 
mirroring a division in society between artist and artisan. On the one hand, craft 
has been taught with the aim of improving the individual and enabling self- 
expression, on the other hand it has been considered manual training for a job 
or for the home.
In the nineteen-nineties ‘craft’ was taught in English and Welsh secondary 
schools as an element of two subjects: Art and Design and Technology. All 
pupils are sometimes taught craft in one, or both of these subjects, at least until 
the age of fourteen (Mason and Iwano, 1995). However, at the time of this 
research there was uncertainty about why craft was taught in secondary schools 
at the end of the twentieth century and how this concept was interpreted. Its 
status was lower than academic subjects and it was generally considered 
peripheral to the overall aims of a school, while academic subjects were 
considered central (Burgess and Schofield, 1998).
One reason why craft remained part of secondary education could be the legacy 
of a strong Arts and Crafts movement, which had a substantial impact on 
schools (Carline, 1968; Macdonald, 1970). Another possible reason is that craft 
education has been considered by some to be spiritually uplifting (Dissanayake, 
1992) or as continuing to be vocationally relevant (Kimbell, 1995, Trades 
Union Congress, 1995). Another factor may be the expansion of Higher 
Education from the 1960s, resulting in an increasing number of people learning 
a craft and then turning to education to earn a living. Knott (1994) reports that a 
quarter of all practising craftspeople also teach. In addition to these reasons, 
Harrod (1999) alleges that the previously mentioned official body (called the
Crafts Centre from 1948 and the Crafts Council thereafter) has consistently 
promoted craft in the secondary school curriculum.
0.1.2.2 The National Curricula and Craft
How craft is conceived and taught in English and Welsh secondary schools in 
the 1990s was fundamentally affected by the passing into law of the 1988 
Education Reform Act, which brought about significant changes to secondary 
education (Mason and Iwano, 1995). In particular, it introduced compulsory 
national curricula for England and for Wales. These specified required subjects, 
with attainment targets and lists of skills, knowledge and understanding pupils 
were expected to attain at the completion of ‘key stages’ (KS). Secondary 
education comprised KS3 and 4.
The national curricula created a new subject called Design and Technology 
(D&T) to replace ‘Craft Design and Technology’ and ‘Home Economics’.
‘Craft’ was not in the name of this subject, nor was it mentioned in the orders 
for it. The national curriculum in Wales made both Art and D&T optional at 
KS4, while the 1992 revisions in England made Art an optional subject at KS4. 
This caused alarm that the role of craft was being diminished (Burgess and 
Schofield, 1998). In addition, potential for a reduced role for craft was 
exacerbated by changes in school funding, introduced by the Education Reform 
Act (1988), whereby schools were afforded more control of their budgets. Since 
craft facilities are more expensive than those for many other subjects, there was 
a danger that it would be under funded (Mason and Iwano, 1995).
During the 1990s, scholars not only queried the relevance and purpose of craft, 
they also called into question the two subjects in which it was learned and 
taught. In the case of D&T, both Eggleston (1994, 1996) and Kimbell (1995) 
claimed that teachers of this new subject did not understand what it was, what 
they were supposed to teach and disagreed amongst themselves about this 
(Brecon, 1998). In 1995, the orders for this subject were revised. According to 
Blackburne (1995), these changes brought about an effective compromise, 
flexible enough to accommodate both teachers who wanted to perpetuate a 
traditional, skills-based craft approach and those with a high-tech view of school 
technology. However, according to Baynes (1998) the aims of this subject 
remained confused.
The purpose of Art during the 1990s was also being questioned by experts. For 
example, Swift (1998) reported that art education was in a state of malaise, 
while Hughes (1998) claims that secondary school Art is out of date and 
divorced from art in post-secondary education, art in society and from critical 
theory. In 1998 (p.42), he claimed that '...a rt education in our schools is static 
and predictable and if it is to survive in a healthy state into the next Millennium, 
art educators will need to engage with new thinking...to bring themselves 
abreast of rapid cultural and technological changes, which have the capacity to 
overwhelm the subject or revitalise i t '. Writing about the future of Art in 
schools Steers (1998, p .2) declared '...w e need to accept that much current 
practice rarely challenges the prevailing orthodoxy of approach which, if 
unchecked, will lead the subject to atrophy or decline'.
0.1.3 Related Crafts Council Research 
0.1.3.1 National Survey, Part 1
Against this background of uncertainty about craft in secondary education, in 
1994 the Crafts Council commissioned some research from the University of 
Surrey Roehampton. The project was called the National Survey of Craft in Art 
and Design and Technology Curricula and Courses at Key Stages 3 & 4 in 
England and Wales and had the following aims;
To determine the nature and extent o f learning through craft activity in Art and D&T  
curricula and courses at KS3 and 4.
To determine the extent to which knowledge and understanding o f craft inheritance is 
included.
To establish the degree to which such learning is valued by Art and D&T teachers.
To identify the quality and quantity o f provision for this learning, (p .l)
The survey obtained data through a questionnaire, posted to all heads of Art 
and D&T in English and Welsh secondary schools in 1994. The 
questionnaire specifically enquired into making in four craft media: wood, 
metal, ceramics and textiles and explained craft as follows: 'pupils should be 
actively involved in the designing and making of one-off, individual 
artefacts, encouraging the development of their imaginative and practical 
skills, visual sensitivity and a working knowledge of tools and materials'.
There were 2,380 responses and the findings were published in a final 
report in 1995 (Mason and Iwano).
The National Survey, Part 1 found considerable differences of pedagogy, 
content and outcomes in craft education, in the two subjects of Art and 
D&T. In the case of media, ceramics was located in Art and metal and wood 
in D&T, while textiles was sometimes located in one, sometimes in the 
other and occasionally in both. An important difference was that D&T 
teachers considered it was a fundamental purpose of their subject to respond 
to economic and social needs, whereas Art teachers aimed to develop 
personal and artistic creativity and psychological growth. Another key 
finding was that D&T teachers were divided between those who wished to 
better equip pupils for the world of work in a technologically advanced age 
and those who preferred to teach manual craft skills
The final report identified a wide range of topics in need of further 
investigation. It suggested that future research was needed to: (i) probe more 
deeply what is actually taking place in Art and D&T classes; (ii) establish to 
what extent collaboration is actually going on between Art and D&T 
departments; (iii) clarify the concept of craft in schools; (iv) clarify the 
status of certain types of craft (e.g. 'rural' and 'traditional crafts', which are 
generally excluded from the school curriculum) and determine why there 
appears to be hostility to terms such as 'craft inheritance' in D&T and (v) 
investigate the arguments for teaching particular types of craft, since 'it 
would be unrealistic to promote all types of craft, in both national 
curriculum subjects' (Mason and Iwano, 1995, p. 182).
The report also identified an urgent need to investigate pupils’ views of 
craft, in order to: (i) discover what motivates them to choose to engage in 
craft activity; (ii) find out the extent to which existing patterns of 
timetabling are having a positive, or negative effect on their views of, and 
motivation to engage in craft activity at schools; (iii) find out if parental 
advice has a positive, or negative effect on their views of craft activity at 
school; (iv) investigate their general understanding of, and opinions about, 
craft education; (v) clarify the nature of their understanding of processes and 
technical expertise in the various craft areas (pp. 190-196).
0.1.3.2 Pupils as Makers
In the light of these recommendations, the Crafts Council decided to fund a 
strand of this research into pupils’ views. It was felt that before any 
decisions could be taken on how best to promote craft education in future, it
was necessary to enquire in depth into pupils' views of the educational value 
of craft for their present and future lives, because this might provide new 
evidence. This project was referred to as ‘Pupils as Makers’, although its 
full title was: National Survey of Craft in Secondary Schools: Pupils as 
Makers: Their Motivation for and Perception of Craft Education at Key 
Stages 3 & 4 .
Four aims for this research were identified and described by the director of 
this project, in conjunction with Crafts Council Education Officers, over a 
three month period, early in 1995. The need to establish what motivates 
KS3 and 4 pupils to engage in craft activity inside school was established as 
the major aim. A decision was taken that the research should also address 
craft activity away from school. In addition, it was decided to follow up 
resource and organisational factors affecting craft teaching and learning, 
since teachers had identified this as being particularly significant and 
because it was considered likely it would be a factor influencing pupils' 
attitudes about craft.
The Crafts Council officers also expressed a wish to document examples of 
good practice in craft education at KS3 and 4. Although an aim to this effect 
was included in the proposal, the director decided to address it as a separate 
step in the research, at a later date. In the event, this was never done.
A fourth aim was to determine pupils' views of the educational value of 
craft. Art and D&T teachers had been asked questions about this in the 
National Survey, Part 1. Because of evidence that some teachers understood 
craft as irrelevant to present day school practice, a need to investigate this 
further was identified. Moreover, there was a common perception in British 
society that practical education, and craft in particular, is afforded a lower 
status than academic subjects (Dormer, 1994). It was considered important 
to seek pupils’ views about this.
The aims of the project were approved by the Crafts Council in April 1995. 
They were:
To establish what motivates Key stage 3 & 4 pupils to engage in craft activity
inside and outside school.
To determine their views on the quality o f provision for craft related education (in
textiles, metal, ceramics and wood) in Key Stages 3 & 4 curricula and courses and
practical, organisational and other factors affecting their success.
To document and record examples o f pupils' work that could contribute to the 
debate about what constitutes good practice in craft at Key Stage 3 & 4, in textiles, 
metal, ceramics and wood.
To establish Key Stage 3 & 4 pupils’ conceptions o f the educational value o f  
creative practical education in their present and future lives (Houghton and Mason, 
1997, p. 3).
I was appointed officer for this research in October 1995 and officially took up 
my duties on 1 January 1996. A final report of the findings was published in 
November 1997 (Houghton and Mason).
0.1.3.3 National Survey, Part 2
Although the Crafts Council was more interested in funding an investigation of 
pupils’ views, the project director of the National Survey, had always 
recognised that it would require a second stage, to elicit in depth data about the 
views and subjective experience of teachers. When findings of the National 
Survey, Part 1 were first made public, the research was criticised by some 
parties within the crafts community. It was claimed the response rate of twenty- 
one point six percent was inadequate and that there were inconsistencies in 
responses about resourcing and learning opportunities for craft (Bedford and 
Mason, 1997), Therefore, in late 1995, the director returned to the Crafts 
Council and proposed that they fund a parallel project to Pupils as Makers, 
which would clarify the findings about teachers of the National Survey, Part 1 
and enable interrogation and expansion of the data. The Crafts Council agreed 
to this.
Thereafter, the questionnaire survey was generally referred to as the ‘National 
Survey, Part 1’ and the follow up project as ‘National Survey, Part 2 ’, although 
its full title was: National Survey of Craft in Art and Design and Technology 
Curricula and Courses at Key Stages 3 & 4 in England and Wales: Teachers’ 
Views. The aims of this project were:
To establish the effects o f educational policy since 1994 on provision and practice 
for craft.
To seek teachers' views o f the distinctive educational benefits o f craft and how it 
should be supported and promoted.
To determine how Art and D&T teachers promote and assess conceptual and 
practical learning in craft at the two Key Stages.
To ascertain the desirability and potential for collaboration between Art and D&T.
To establish the extent to which data, from the survey questionnaire in Part 1, was 
representative.
To tease out ambiguous or inconclusive findings from the survey.
To make recommendations regarding future policies for craft in general education 
at secondary level (Bedford and Mason, 1997, p. 5).
The officer for this project took up her duties in April 1996 and a final report of 
findings was published in November 1997 (Bedford and Mason).
Both Pupils as Makers and the National Survey, Part 2 ran in parallel and a 
national steering group was formed to advise and oversee both projects. It met 
two or three times a year to advise on the design, implementation and reporting 
of the research. Its members were selected by the Crafts Council (see Appendix 
6).
0.1.3.4 Our Future in the Making
In May 1995, the Crafts Council announced a decision to fund another three 
year enquiry into the role and importance of practical learning, which was 
called Our Future in the Making. This comprised three different projects. The 
first, based at Middlesex University (Cave, 1998, p .19), investigated how 
teachers, employers and ‘the public at large’ valued craft, defined as ‘intelligent 
making’. The second, based at Loughborough University, investigated 
justifications in the literature for teaching craft. The third, based at Sheffield 
Hallam University, investigated the careers of graduates of specialist craft 
degree courses. Although the National Survey, Parts 1 and 2 and Pupils as 
Makers did not form a part of this project, it was intended that the results of all 
of this research would provide the Crafts Council with data for policy making 
craft education.
0.2 SPECIFIC PROBLEM AREA 
0.2.1 Description and Analysis
This thesis substantially expands and develops the interpretative analysis of 
Pupils as Makers. Although the problem area overlaps and it uses the same 
empirical data, this PhD has a different focus. In particular, it sought to clarify 
how craft is conceived, taught and learned in both Art and D&T.
As noted previously, the concept of craft in society is confused (Greenhalgh, 
1997b; Dormer, 1997; Harrod, 1999). The National Survey, Part 1 confirmed
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that how craft was conceived in secondary schools in the 1990s was also unclear 
and that there was disagreement amongst Art and D&T teachers about its 
meaning and value. The introduction of the national curricula, following the 
Education Reform Act of 1988 and subsequent policy statements by government 
increased uncertainty about the concept of craft in secondary education and 
appeared to put its educational value in doubt (Mason and Iwano, 1995; Burgess 
and Schofield, 1998). The purpose of both Art and D&T in secondary education 
was also called into question by experts (Kimbell, 1995; Hughes, 1998). Craft 
has commonly been conceived as old fashioned and an inferior kind of 
knowledge and for both reasons it was claimed that it had no place in secondary 
schools (Burgess and Schofield, 1998).
According to Elliott (1999, p .21), one of the main functions of compulsory 
education is to prepare a workforce for employment in a post-industrial, 
knowledge economy, ‘in the recognition that human capital will be crucial to 
[economic] growth prospects in the next century'. Whereas it was claimed that 
in the light of these priorities craft education was irrelevant, according to Press 
(1998, p. 29), ‘...craft education is already rising to the challenges of a new 
context, equipping students with the skills and knowledge to build new 
industries...’. Apart from its utilitarian benefits, I also wanted to find out if 
there were other reasons to teach craft. By investigating the concept of craft in 
secondary schools, I hoped to come to some conclusions about its relevance for 
secondary education in the future.
0.2.2 Pupils’ Views
The Crafts Council proposed researching pupils’ views about craft to provide 
data for policy making about craft education. This research also concentrated on 
pupils’ views and generally used the same empirical data. It is predicated on the 
view that pupils’ opinions are especially relevant to those who want to find out 
about education. An important consideration is that unlike their teachers, it was 
they who experienced craft in the two subjects where it was located in schools, 
which put them in a unique position as informants.
Another compelling reason to research pupils’ views is that they constitute the 
raison d'être of secondary education. They are capable of serious critique of 
schools and ought to be allowed to contribute to the debate about their 
education. This rarely happens, perhaps because adults think they know what it 
is like to be children and so they rarely bother to listen enough to discover what
11
children actually think (Stenhouse, 1981; Schostak and Logan, 1984; Schratz, 
1993; O ’Connor, 1995; Ruddock, Chaplain and Wallace, 1996; Groundwater- 
Smith, 1999; MacBeath, 1999).
Fielding (1999, p .l)  notes that researchers no longer speak ‘about or on behalf 
of others’ with one exception: school pupils. He explains that although there is 
‘a robust prima facie case’ to collect pupils’ views, this rarely happens because 
‘our society’s propensity to marginalise or infantilise the young is as strong as it 
has ever been.’ According to Alderson (1995)
If children’s views are collected, this is usually in order to atomise and 
process them through the grid of adult-designed research, from ticking 
boxes to producing graphs. Very little research is directed to listening to 
children at length and seeing how their responses deeply express their 
individual experience...Adults are seen as the real consumers of 
children’s education...When they ignore children’s own views, by 
default researchers reinforce common prejudice that children do not have 
views worth hearing (p.40).
However, according to Ruddock and Flutter (1999, p .8), there is a slow but 
growing recognition by researchers and policy makers that they must seek out 
and take notice of pupils’ opinions since 'pupils are our ‘expert witnesses” . 
Although much has been discovered about teachers' views about craft in 
secondary schools in the 1990s (Mason and Iwano, 1995; Bedfprd and Mason,
1997) the picture is incomplete without findings about the consumers of 
education: the pupils (Schostak, 1984; MacBeath, 1999).
This research investigated craft at the secondary education level because it is 
here that pupils make choices about which subjects to study and career paths are 
commonly formed. Moreover secondary schools normally have specialist 
facilities for teaching craft (Mason and Iwano, 1995; Eggleston, 1996). It is at 
secondary level that pupils reach the stage in their development when they 
understand that more of their lives are coming under their own control. 
Consequently they begin to form views and ideas that are different from those 
of their parents, or teachers (Durkin, 1995).
0.2.3 Rationale
During the 1990s the reasons for teaching craft in Art lessons were unclear. 
Moreover, there was growing concern that Art in secondary schools was not 
adapting to rapid changes in society (Hughes, 1998). While D&T claimed to be
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teaching about manufacturing, it was unclear what part teaching craft skills and 
the making of craft objects would play in this. At the same time, there was 
uncertainty about the focus of each subject (Kimbell, 1995; Steers, 1997, 1998). 
By clarifying the concept of craft, as manifested in Art and D&T, I intended to 
contribute to the debate about the future role of these subjects, as well as to the 
future of craft in secondary education.
0.2.4 Delimitations
Views were sought from those pupils, and to a lesser extent teachers, who had 
an inside knowledge of secondary Art, or D&T, or both. However the influence 
of teachers’ professional training on how they taught and conceived craft was 
not investigated, because this was undertaken by the parallel project into 
teachers’ views. Moreover, the perspectives of interested parties who viewed 
the phenomena from the outside were not sought, in order to keep this 
investigation within manageable proportions. Examples are the minority of KS4 
pupils who did not study craft in Art or D&T, parents, teachers of other 
subjects and administrators.
This research set out to investigate the concept of craft. In reading the 
literature, it became apparent that other concepts, such as technology, design 
and art (see glossary), with which craft is often linked or confused are also very 
problematic, both within society and schools. Therefore, they were not 
investigated in depth, because of the need to keep this project within 
manageable proportions. However, they have been discussed in the text where it 
was considered necessary for the purpose of clarifying the concept of craft and 
its conceptual framework and answer the overall research questions. For 
example, craft has often been conceived in relation to technology and it was 
impossible to understand the former without discussing its complex and 
indeterminate relationship with the latter.
In the case of design, the belief that craft and design are intricately linked 
appears to be widespread and to reflect the view of the Crafts Council. For 
example, Knott (1994, p .3) explains that the Crafts Council considered 
somebody to be a craftsperson only if they were 'working from their own ideas 
or from original designs', she adds that therefore this did not cover those 'only 
involved in making up of designs brought in or produced by others'. This 
implies that design can be separated from craft but the opposite is not possible. 
However Levien (1998, p .90) notes that; 'A craftsperson usually makes the end
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product, whereas the designer intends it to be made by someone else'. This was 
the view adopted for this research, which investigated craft as a separate entity.
Art is another concept which is often confused with craft (Metcalf, 1997). 
According to Dormer (1994) ‘art’ painting and drawing are crafts. However, 
Harrod (1999) claims that it is axiomatic that they are not, because they are art. 
There is a commonly held distinction in the opinion of the public between craft 
and art, with the latter being primarily associated with painting and drawing. 
This distinction reflects a difference in the status and social role of art and craft 
(Metcalf, 1993). For these reasons, fine art painting, drawing and printmaking 
were not included as a part of this survey, although I acknowledge that craft 
skills are commonly used in their production.
In the case of sculpture, it is much more difficult to determine what is fine art 
and what is craft, especially since 'many craftspeople produce work that is not 
functional and borders on that of sculptors' (Knott, 1994, p .3). Both sculptural 
and craft artefacts use materials, such as fibres, clay, wood, glass, metal. This 
has added to the conceptual vagueness of what is craft and art. For these 
reasons, at the outset all three dimensional making was included as part of this 
research.
0.3 PROBLEM STATEMENT AND KEY QUESTIONS
During the 1990s, there was confusion surrounding the concept of craft within 
secondary education. I set out to discover the concepts of craft in the two 
subjects Art and D&T and to ascertain its educational value from the point of 
view of pupils. In addition, I investigated how it is taught and learned in the 
two subjects. Finally, I explored the implications of this for the concept of craft 
in secondary education in the future.
The research questions were:
In English and Welsh secondary schools:
How has craft been conceived and why has it been taught?
How is craft conceived in the 1990s in Art and D&T, the two subjects where it 
is taught?
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How do pupils value it and what are their opinions about how it is taught and 
learned in each subject?
What is its educational value, as taught and learned in Art and D&T?
What is the relevance of the concept of craft for the two subjects in the twenty- 
first century?
0.4 ORGANISATION OF THESIS
Chapter 1 reports on a review of the literature about conceptions of craft in 
English and Welsh society and their historic evolution. At the end of the review 
a provisional definition of craft for this research was arrived at.
Chapter 2 reports on a review of the literature about craft in English and Welsh 
secondary schools; why and how it entered the curriculum, how it has been 
justified and how craft has been taught and learned.
Chapter 3 explains the method used for collecting and analysing data for the 
empirical research, design of the research instruments and the plan of action as 
well as discussing ethical considerations. It also describes the implementation of 
the empirical research.
Chapter 4 describes data from field research. It reports responses of pupils, and 
to a lesser extent teachers, about learning craft in secondary schools in Art and 
D&T.
Chapter 5 also describes the data from field research. It reports the responses by 
pupils about (i) the value of craft, and (ii) craft outside school.
Chapter 6 contains the analysis of all of the data, presented in eleven major 
themes.
Chapter 7 synthesises the findings of the various strands of the research and 
attempts to answer the research questions. It concludes with a discussion of the 
implications of the findings for the future of craft in secondary education.
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CHAPTER 1
HISTORICAL OVERVIEW OF CONCEPTIONS OF 
CRAFT IN SOCIETY
1.1 INTRODUCTION
The review of literature reported in this chapter had three main aims. The first 
was to analyse key concepts of craft in English and Welsh society. I wanted to 
find this out because some, or most, of these must have influenced pupils and 
teachers in English and Welsh secondary schools, as well as education policy 
makers (Freedman, 1992). The second aim was to identify changing conceptions 
of craft in its history that have been crucial in framing views about how it has 
been conceived in society and may have also influenced the evolution of craft 
education. The third aim was to arrive at a tentative, working definition of craft 
for use when undertaking and reporting empirical research.
This research as a whole set out to find out how craft is taught and learned in 
two distinct subjects Art and D&T, as well as to clarify the concept of craft and 
its value to pupils in English and Welsh secondary schools. As noted in the 
Introduction, Mason and Iwano (1995) reported that craft was taught as 
elements of two subjects: Art and D&T. However, specialist teachers of these 
two subjects had difficulty defining 'craft' and disagreed amongst themselves 
about its meaning within their subjects. Therefore it was necessary to reach a 
tentative, working definition of craft at the beginning of this research, in order 
to answer these overall aims.
In investigating this literature, it quickly became apparent that there is a paucity 
of theories of craft, in comparison with other allied concepts, such as art, or 
design, or technology. Unlike the latter, craft does not have an established 
tradition of critical theory (Metcalf, 1993; Press and Cusworth, 1997; Evans,
1998). Those who have written about it, have commonly done so by borrowing 
paradigms and critical vocabulary from art and design (Metcalf, 1993; Dormer,
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1997; Johnson, 1998). In the specialist literature about art, craft and design, the 
concepts of the Arts and Crafts movement are predominant. This movment 
began in the late nineteenth century and declined rapidly from 1914 
(Greenhalgh, 1997b). However, it is the subsequent influence of the movement 
on design, not craft that is usually explained at length (Sparke, 1986). Literature 
about 'industrial' or 'hobby' craft is even rarer. Moreover, women's craft has 
not been well documented (Markowitz, 1994; Parker 1986 ).
This review found that many experts on craft emphasise its low status in 
English and Welsh society and it could be that this discourages intellectuals 
from theorising about it. A few books proved especially useful, in particular 
those edited by Dormer (1997); by Johnson (1998) and one by Harrod (1999). 
Lack of material on craft in general, means that the views of a few scholars 
predominate. It is also indicative of the scarcity of craft theory that a few books 
were repeatedly referred in this review.
The above named books were published with assistance from the Crafts Council 
and it was more difficult to find out about kinds of craft that were outside its 
remit. One of the ways I did this was by consulting official policy documents 
and reports, for example about craft and industry.
Nevertheless, the ideas about craft reported in this chapter came from a range of 
sources and fields of study. Books and articles from art and design history and 
theory were located and found to be relevant, as well as literature from social, 
oral and general history. Theories about craft were found in journals or books 
from art education, technology education, sociology, economics, women's 
studies and aesthetics. Several specialist craft publications were located and 
articles from two of these are cited in this chapter, as well as research into 
aspects of craft.
According to scholars craft is defined in relation to its history and it is a concept 
that emerged within modernity, that is during the social order that followed the 
Enlightenment and the beginning of the industrial revolution, in the second half 
of the eighteenth century (Lyon, 1994; Dormer, 1997; Greenhalgh, 1997b; 
Mclntire, 1998). The subsequent process of increasing technological 
development, industrialisation and urbanisation has been one of dynamic change 
(Ellul, 1965; Harvey, 1990). How English and Welsh people lived in the 
twentieth century changed rapidly and was largely determined by the increasing 
influence and needs of technology and this has in turn framed concepts of craft
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(Giddens, 1991; Beynon, 1992; Lyon, 1994; Dormer, 1997). In this chapter, 
therefore the discourse of craft within modernity and its relationship to 
technology is analysed in depth. In particular, writers on craft tend to draw 
attention to the consequences for craft of the inexorable pressure of 
standardisation, which, many of them claim, serves economic and technological 
efficiency, at the expense of human values (Ellul, 1965; Hawkins, 1974; 
Dormer, 1997; Trilling, 1997).
Many scholars argue that since the 1970s, modernity has been replaced by a 
different social order, called postmodernity. This has called into question 
established hierarchies, divisions and concepts. Therefore, in investigating the 
literature, it was necessary to find out about the implications of this for craft.
Although this review of literature investigated past social conceptions of craft, 
the chapter does not propose a history of craft. In presenting a complex 
interweaving of ideas, it has not always been possible to present the content 
chronologically, although to avoid confusion this has always been done where 
practicable.
1.2 PREMODERNITY
1.2.1 Origins of Craft
Anthropologists, psychologists and historians claim that craft is a fundamental, 
human activity concerned with making. Its origins go back before the 
beginnings of social organisation and interdependence that historians define as 
'civilisation', over six thousand years ago. In early human development, 
survival depended on the mental and manual abilities to fashion and use tools. 
They attribute this to the fact that when early humans began to walk on two 
legs, they were much slower than almost all other mammals. Their very 
survival depended on manual ability. It is also claimed that intellectual 
development came about through the challenges set by manual manipulation.
Far from being opposites, the use of the brain and hands are intimately related. 
For example, people gesticulate as they talk. This essential need is rooted in 
human biology, as are other activities that humans have undertaken for many 
thousands of years, such as procreation, eating a meal outside, or sitting by a 
fire (Blanchford, 1961; Sevigny, 1969; Osborne, 1975; Walker, 1989; 
Dissanayake 1995, 1999; Evans, 1998).
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Sevigny (1969) suggests not all making was craft but only when functional 
criteria were balanced with aesthetic considerations. This view is supported by 
Dissanayake (1992) and Robertson, (1974). They also stress that discipline 
allied with sensuality is necessary both to make things well and also to make 
them special. According to Osborne (1975)
Craftsmanship... involves a genuine pride in the process of production 
itself, a pride which drives a man to make whatever things he makes as 
well as they can be made, even beyond what is required by the purpose 
they are designed to serve and the economic consideration of reward. 
This impulse, which lies at the root of craftsmanship, is now recognised 
by anthropologists to have existed from the earliest stages of human 
activity, (p.vi)
It is also commonly claimed that craft knowledge is tacit, based on instincts and 
the skilled use of the body. It is emphasised that this knowledge is manifested 
by manual skills, cannot be written down and is learned by practising and 
observing (Robertson, 1961; Polanyi, 1967; Collins and Sandell, 1987; Percy 
and Triggs, 1990; Dormer, 1994, 1997; McCullough, 1996).
1.2.2 Craft and Art in the Classical World
In this section of the chapter the relationship between art and craft in the West, 
before the advent of modernity is analysed. Many scholars who write about 
craft in relation to art, comment on how the former has been, and is, assigned a 
lower status in Western society (Dormer, 1997; Percy and Triggs, 1990;
Elinor, Richardson, Scott, Angharad and Walker, 1987; Janaway, 1992; Fuller, 
1980; Parker, 1986; Metcalf, 1983). According to Lucie-Smith (1981) and 
Sevigny (1969) this has been the case since Greek civilisation in the fifth 
century BC and this view has influenced the subsequent unequal relationship 
between art and craft in the West.
In ancient Greek states, such as Athens, intellectual pursuits were accorded 
higher status than physical labour (McNeill, 1971) although a special status was 
accorded the fine arts of painting and sculpture (Hauser, 1951; Janson, 1977). It 
has been pointed out that some Athenian pot painters were lauded for their 
artistic innovations, while those who produced the pots were accorded a lower 
status (Sevigny, 1969; Hartt, 1989; Onians, 1999). Moreover, in ancient Rome, 
some of the paintings by renowned Greek painters works were traded as 'old 
masters', a status never accorded craft (Hartt, 1989).
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1.2.3 Craft and Art and the Renaissance
During the Italian Renaissance, in the fifteenth and sixteenth centuries, there 
was a revival of interest in antiquity and the idea re-emerged that artistic 
innovation is both important and the product of supremely gifted individuals 
(Hauser, 1962; Sevigny, 1969; Lucie-Smith, 1981; Hartt, 1994; Greenhalgh, 
1997b). At this time, many painters and sculptors claimed their works were the 
result of genius, rather than acquired craft skills (Lucie-Smith, 1981; Hartt, 
1994; Greenhalgh, 1997b; Edwards, 1999). Similarly, Renaissance architects 
ceased to do any corporal work at all and instead produced designs for others to 
execute (Pevsner, 1948; Hartt, 1994). A further consequence was the gradual 
separation of art, design and craft, into three distinct disciplines (Coleman,
1988; Evans, 1998; Shreeve, 1998; Edwards, 1999). As these ideas became 
accepted in society, so art acquired a much higher status than craft, because the 
latter did not embrace a concept of genius (Elinor et al 1987, Efland, 1990; 
Fehr, 1994; Lawrence, 1995). Hartt (1989) notes that:
When the fifteenth century began, the artist was still a craftsman, firmly 
embedded in the system of merchant and artisan guilds...by mid-century 
he had become an adjunct of princely society...by the sixteenth century 
[some artists] acquired aristocratic social status, wealth and influence.
(p.516)
According to Hartt (1989) these ideas about the superiority of art over craft 
gradually spread from Italy to other European countries. During the sixteenth 
and seventeenth centuries they were assimilated in England and Wales. By the 
eighteenth century, originality and imagination were considered requirements 
for artistic excellence, but skill was not (Greenhalgh, 1997b; Coleman, 1988; 
Edwards, 1999). However, those producing craft artefacts (sometimes called 
'decorative arts') were not expected to innovate and, from the sixteenth century, 
it was common practice for them to use pattern books (Lucie-Smith, 1981).
Hough (1998) notes that during the sixteenth and seventeenth centuries, most 
professional craft output was subject to regulation by craft guilds. These 
organisations laid down strict rules, which were enforced rigorously and this 
also mitigated against innovations in craft (Stevens, 1983). On the other hand, a 
separate, higher status for art was formalised by the establishment of academies 
of art (Macdonald, 1970; Hartt, 1989). Further proof of the difference in status 
between artist and craftsperson during these centuries is provided by artists 
being honoured with knighthoods, for example Rubens, Van Dyck and Lely,
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while no such honour was conferred on a craftsperson (Whinney and Millar, 
1957; Hauser, 1962).
1.2.4 Low Status of Women’s Craft
Scholars of women's craft have concentrated on needlework and textiles, 
produced in a domestic setting. According to Cockburn (1991), women's craft 
has always been accorded a lower status than men's, because the cloth women 
wove was considered less important than the tools men produced. Parker (1986) 
concurs that a sexual division relegated women to sewing, noting that men's 
craft was produced in the public realm, while women's was consigned to the 
private domain.
The low status of women's craft in society is discussed by other feminist 
scholars. In the opinion of Shreeve (1998, p .41), 'those activities that are 
deemed to be men's work are valued, whereas those of women are ignored'. 
Collins and Sandell (1987) postulate that the low status of women's craft has 
been exemplified by being largely concealed from the public view and debate, 
what they call a 'hiddenstream', as opposed to a male dominated 'mainstream'. 
They point out that men have tended to dominate patronage and taste and this 
has been at the expense of women's craft. Markowitz (1994) agrees that 
women's craft has always been devalued, both when it expresses a separate 
feminine aesthetic and also when it is the similar to men’s craft. Whilst it is 
commonly claimed by feminist scholars that this significant tradition of 
women's craft has been overlooked, another group claims that, on the contrary, 
it is unimportant because it is little more than the record of women's 
subjugation by men (Edwards, 1999).
1.3 MODERNITY
1.3.1 Effects of Industrialisation
Lyon (1994) and Harvey (1990) state that the industrial revolution, which 
started in Britain in the eighteenth century, created a society radically unlike 
any that had existed before. Landes (1969, p .5) argues that this transformation 
was rapid and far reaching and that 'the Englishman of 1750 was closer in 
material things to Caesar's legionnaires, than to his own grandchildren'. From 
being predominantly rural, society became largely urban (Davies, 1996) and the 
social order that emerged at this time is referred to as modernity (Harvey, 1990;
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Giddens, 1991; Lyon, 1994). According to Lyon (1994), within modernity 
social change was driven by faith amongst intellectuals in science, technology 
and human reason, rather than superstition.
The Enlightenment view of technology was that it is secular, materialistic, 
optimistic, concerned with efficiency and the conquest of nature; its effects are 
global and irreversible (Down, 1986a). According to Lyotard (1984), 
technology was unified, because in all its manifestations it had one goal, which 
was the improvement of human life. It was the application of absolute, scientific 
truths, by the most efficient means possible.
Some theorists postulate that Western culture within modernity oscillated 
between either putting its faith in a paradise of the future, achievable through 
technology, or decrying a paradise lost due to changes wrought by technology 
(Shweder, 1984; Weiner, 1986; Collini, 2000). Whereas Lyotard (1984) has 
proposed that an aim of the Enlightenment project was to escape the shackles of 
tradition, in order to progress towards a better future, at the very inception of 
the Enlightenment the French philosopher Rousseau reversed this argument. He 
claimed that western society had not progressed but instead had become beset 
with social and political ills and that it was preferable to live a simple, 
uncorrupted life as a 'noble savage' (Hewlett, 1989; Davies 1996).
Huizinga (1955) wrote that the theme of a rural Arcadia, of the desirability of 
the simple life is an idea that emerged before modernity. It was common during 
the late middle ages and can be traced back as far as antiquity. However, within 
modernity and with the rapid growth of cities and displacement of the 
population from the countryside, this concept became ever more influential 
(Greenhalgh, 1997b; Evans, 1998). Cities were associated with dirt, disease, 
overcrowding and vice, the countryside with fresh air, purity and an idealised 
view of nature and of an uncorrupted society (Mumford, 1991; Wiener, 1989).
Social and economic pressures within modernity, during the nineteenth and 
twentieth centuries, have led to standardisation of time, dress and customs 
(Ellul, 1965; Down, 1986a; Bauman, 1992). Heskett (1980) describes how 
under pressure to maximise profits, manufacturers standardised measurements, 
parts, techniques and produced larger volumes from fewer factories. The 
communications and entertainment industries were also important agents of 
standardisation (Hobsbawm, 1994, 1998; Schaeffer, 1995). Kerr (1973) opines 
that the logic of industrialisation inevitably leads industrialised societies to
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become alike, no matter how unlike they once were and the more highly 
industrialised, the more they come to resemble each other.
Some scholars claim that technology has a logic of it own, whereby it is seeking 
ever more efficient solutions which take no account of human needs (Mumford, 
1952; Ellul, 1965; Dormer, 1997). According to this view, far from being an 
agent of liberation, technology is a cause of enslavement (Crowther, 1993). 
Moreover, Castells (1985) notes how the motor of technological development 
has been the arms industry and the needs of the military to have ever more 
sophisticated weapons. Against this, craft is conceived as a means by which 
individuals may liberate themselves from the shackles of technology and express 
their humanity through skilled hand work (Dormer, 1997; Trilling, 1997; 
Harrod, 1999). Moreover, it is argued that technological developments have not 
altered a basic, biological human need to engage in craft (Robertson, 1961,
1963; Dissanayake, 1992; Evans, 1998).
1.3.1.1 Craft and Premodern Traditions
It has been claimed by Robertson (1990) and Davies (1996) that one 
consequence of standardisation wrought by industrialisation and technology 
within modernity, was an attempt by peoples of the various regions of Europe 
to identify what made them distinctive, with a consequent growth of 
nationalism. Sociologists, like Kumar (1978), have pointed out that social values 
were taken for granted prior to the rapid growth of cities, caused by the 
industrial revolution. However, within the new, industrial, urban society, this 
was no longer the case. It is claimed that the nation state was invented at this 
time, in order to recreate shared social values and identities (Anderson, 1991; 
Giddens, 1991; Kellner, 1992; Thiesse, 1999).
There was also a concerted attempt by some urban scholars to preserve 
examples of premodern, rural culture, before they disappeared (Anderson,
1991; Thiesse, 1999). This prompted an interest in traditional folk culture, for 
example scholars collected rural folk tales. In a context where there was a 
decisive search for national identity, craft was often portrayed as a medium of 
communication of traditional cultures; symbolic of a people's identity and 'soul' 
and frequently associated with an idealised past (Gullick, 1992; Katter, 1995; 
Dickie and Gelya 1996; Giddens, 1999b; Thiesse, 1999).
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1.3.1.2 Decline of Traditional Craft
Some design historians such as Greenhalgh (1993) and Hough (1998) argue that 
the negative effects of the industrial revolution on what they call craft have been 
exaggerated. The practice of some crafts, such as weaving, were in decline 
before the eighteenth century while the practice of others, such as basketry, did 
not decline immediately afterwards. However, no matter how abrupt or gradual, 
it is clear that the process of industrialisation caused a decline in the practice of 
many premodern crafts and their attendant skills, through a combination of 
price, standardisation and mechanised production (Coleman, 1988; Moura, 
1999). Moreover, the very fabric of modernity consists of things that could 
never have been produced by craft methods (Landes, 1969). As Walker (1989) 
explains, the more a society is developed industrially, the less it relies on craft 
objects in everyday life.
1.3.1.3 Alienation of Labour
At the time of the industrial revolution, some social critics were condemning its 
effects on craft and presented mechanised production as a threat to the human 
dignity of workers (Clayre, 1977). For example, Thomas Carlyle, in 1829, 
wrote about how 'the artisan is forced from his workshop, to make room for a 
speedier, inanimate one' (cited by Harrison, Wood and Gaiger, 1998, p .263). 
Karl Marx also took up the cause of the alienation of labourers from the 
products they helped to make, arguing that because they were unable to identify 
with the completed artefact, they were deprived of their basic right to be human 
and reduced to the status of an animal (Lyon, 1994; Greenhalgh, 1997a). 
According to this view, while engaging in craft is natural (Robertson, 1974; 
Dissanayake, 1992; Evans 1998), to labour in a factory is unnatural because it 
denies fundamental needs of human nature (Coleman, 1988; Greenhalgh,
1997a). Coleman (1988, p .66) claims that after the industrial revolution 'skill 
ceased to carry its previous social significance and began to lose its central 
place in everyday life, while work became burdensome to il'.
1.3.1.4 Emergence of Industrial Craft
Hough (1998) has noted that theories about craft often neglect to mention that 
industrialisation brought about a new category of craft: namely industrial craft, 
which was dependant on working class labour. With the industrial revolution 
craft and machine skills were not immediately considered opposites. On the
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contrary, industry employed large numbers of craftspeople and recognised their 
skills as being superior to those of unskilled workers, through classifying and 
paying them according to a strict hierarchy, controlled by employee 
demarcation lines (Lucie-Smith, 1981; Greenhalgh, 1993; Hough, 1998). 
Industrial products, for example ocean liners, or steam locomotives, were the 
product of teams of skilled industrial craftspeople and industrialisation initially 
resulted in the need for more, rather than less skilled craftspeople (Heskett, 
1980)
1.3.1.5 Romantic Paradigm of Art
According to Gadamer (1979), individuality emerged as a concept with the birth 
of the social sciences, following the Enlightenment. Within Enlightenment 
doctrine, the belief in individuality was paramount (Kellner, 1992). At the same 
time, individuality became a central concern to artists and poets. Under the 
influence of the romantic movement within literature, a new paradigm of art 
came into being (Rosen, 1984; Honour, 1991). Within this paradigm, art was 
considered to be the product of specially gifted individuals, who were able to 
reveal imaginative truth through their genius (Rosen and Zerner, 1984; 
Greenhalgh, 1997b; Jackson, 1998). In this view, truth was not scientific, but a 
subjective expression of individual will, made in the face of an impersonal 
technology (Crowther, 1993; Moulin, 1995). They portrayed science and 
technology as being in opposition to the natural world and hence to human 
needs (Ellul, 1965).
Rosen and Zerner (1984) and Featherstone (1991) also allege that, according to 
this paradigm, artists began to connect their individual identities with their 
work, so that the latter became an extension of the former. To some this even 
led to the extreme of going hungry, rather than compromising their 
individuality, as expressed in their work. Within this paradigmatic shift, art 
ceased to be considered a profession and became a way of life (Scruton, 1998; 
Seabrook, 2000).
By contrast, at this time craftspeople and their patrons continued to view what 
they did as a means of earning a living (Hough, 1998). For example Collins and 
Sandell (1987) assert that craft such as furniture making was associated with 
teamwork, anonymity and skilled reproduction of existing patterns, whereas art 
was associated with individuality, signed works and risk-taking.
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Shreeve (1998), Freedman (1992) and Elinor et al. (1987) argue that the stress 
on individuality and human reason in society that came about as a consequence 
of the Enlightenment applied only to men. It is alleged this was the case with 
the concept of genius (Freedman, 1992), because it was men who 'wrote the 
accompanying texts, which.. .provide the canons of value' (Shreeve, 1998, 
p.41).
1.3.2 The Arts and Craft Movement
1.3.2.1 Significance for Conceptions of Craft
According to Greenhalgh (1997b) the Arts and Craft movement was a catalyst, 
whereby various concepts of craft, reported above, were re-formulated. 
Although many of its central tenets were contradictory, the issues derived from 
the movement continued to frame the debate about craft throughout the 
twentieth century (Naylor, 1971; Lucie-Smith, 1981; Anscombe and Gere,
1983; Anscombe, 1991; Gumming and Kaplan, 1991; Stankiewicz, 1992; 
MacCarthy, 1994; McDermott, 1994; Greenhalgh, 1997b).
The Arts and Crafts movement was founded in the mid-nineteenth century by 
several upper middle-class Englishmen, who were disturbed by what they 
considered to be the low quality of the products of industry. They claimed these 
were poorly conceived and executed and spiritually debased (Naylor, 1971; 
Lucie-Smith, 1981; Anscombe and Gere, 1983; Anscombe, 1991; Gumming 
and Kaplan, 1991; Stankiewicz, 1992). During the 1860s and 1870s, this 
movement was dominated by William Morris (1834 - 1896), who founded a 
company in 1861, with the aim of producing craft artefacts for the home, such 
as wallpaper and printed textiles, many of which he designed (Naylor, 1971; 
Anscombe and Gere, 1983; Anscombe, 1991; Gumming and Kaplan, 1991; 
Stankiewicz, 1992; MacCarthy, 1994). Naylor (1971) states that the production 
of these goods was an attempt to revive the principles of mediaeval craft 
traditions, which Morris considered to be aesthetically and spiritually superior 
to the products of industry. For Morris and John Ruskin (1819 - 1900), this 
endeavour also represented a moral quest to improve society, which led them to 
assert that ethics and aesthetics were inseparable (Anscombe and Gere, 1983; 
Harvey and Press, 1991; MacCarthy, 1994; Hilton, 2000).
From the 1880s, the appeal of the movement spread widely and its influence 
continued to grow, reaching its zenith between 1890 and 1910 (Naylor, 1971; 
Lucie-Smith, 1981; Anscombe and Gere, 1983; Anscombe, 1991; Gumming
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and Kaplan, 1991). Its main relevance to defining craft in England and Wales at 
the end of the twentieth century lies in the way it shaped views about the 
relationships between conceptions of craft and (i) industry; (ii) nature; (iii) art 
and (iv) design. It has also exerted a powerful influence on craft education 
(Anscombe, 1991; Gumming and Kaplan, 1991; Greenhalgh, 1997b; Harrod, 
1999).
1.3.2.2 Polarisation of Craft and Industry
The leaders of the Arts and Crafts movement considered craft products to be 
morally and aesthetically superior to those of industry (Naylor, 1971;
Anscombe and Gere, 1983; Sparke, 1986; Anscombe, 1991; Gumming and 
Kaplan, 1991). In addition, they considered that only craft products could 
realise the full potential of the materials from which they were made (Naylor, 
1971; Anscombe, 1991; MacCarthy, 1994). According to Anscombe (1991), 
these views have resulted in a legacy of hostility to industrial products in 
English society throughout the twentieth century. It also bequeathed a belief that 
craft occupies the moral high ground, in part because it is alleged to be true to 
materials (Harvey and Press, 1991; Harrod, 1999). It is the Arts and Crafts 
movement that has led to a concept of craft that excludes the products of 
industry and has contributed to industrial craft being overlooked by those 
scholars who write about craft (Whiteley, 1999).
The ire o f the Arts and Crafts movement was directed especially at those 
industrial products that had a previous history of craft production. In particular, 
they were concerned with items for the home, such as furniture, textiles and 
tableware, or building materials (Anscombe and Gere, 1983; MacCarthy,
1994). Industrialisation brought about entirely new kinds of products, such as 
steam locomotives produced by teams of skilled craftspeople (Heskett, 1980). 
However, there is no mention in the literature from and about the Arts and 
Craft movement of these sorts of industrial products. On the contrary, it is a 
legacy of the Arts and Crafts movement that in English and Welsh society there 
is a popular assumption that there is a polarisation of craft and industry 
(Anscombe, 1991; Dormer, 1997). This has led to craft being associated only 
with those objects that have a history of premodern hand manufacture, for 
example, furniture or woven textiles (Metcalf, 1993).
One of the main reasons craft was claimed to be morally superior was the 
presumed harmful effects on workers of industrial labour. This was a major
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preoccupation for the main figures of the Arts and Crafts movement, such as 
William Morris (Naylor, 1971; Lucie-Smith, 1981; Anscombe and Gere, 1983; 
Anscombe, 1991; Cumming and Kaplan, 1991; Greenhalgh, 1997a). Naylor 
(1971) and MacCarthy (1994) explain how Morris contrasted the joy in labour 
of a craftsperson, with the misery of the worker in industry. According to this 
idealised view, craftspeople had the satisfaction of being in control of the whole 
process and working according to their own rhythm. Morris and Ruskin 
embraced and publicised views, noted previously, that craft work was superior 
because it placed human values above the needs of a machine (Anscombe, 1991; 
Harvey and Press, 1991; Whiteley, 1999). They argued that in contrast the 
industrial worker was obliged to labour at the pace, and according to the needs 
of machines. Like Marx, they claimed that working with machines dehumanises 
labour and takes away the worker’s human dignity (Cumming and Kaplan,
1991) and asserted that craft is both morally and spiritually superior (Anscombe 
and Gere, 1983; MacCarthy, 1994).
1.3.2.3 Rural Bias
Although craft guilds were established in British cities as far back as the 
eleventh century (Bartlett, 1994), the adherents of the Arts and Crafts 
movement paid little attention to the urban dimension of this tradition of craft 
activity. Instead, they decisively associated craft with the vernacular and the 
myth of the rural idyll, reported previously. They argued that the best way, or 
even the only way, to practise craft, was to live a simple life in the countryside, 
in harmony with nature (Lucie-Smith, 1981; Anscombe, 1991; Cumming and 
Kaplan, 1991; Greenhalgh, 1997a). This romantic association of craft with a 
rural way of life has had a profound influence on the majority English and 
Welsh population ever since (MacCarthy, 1981; Barnett, 1986; Cumming and 
Kaplan, 1991), so that 'in every part of the developed world, creative people 
still choose to opt out of the system, seeking a rural idyll and dedicating 
themselves to craft work' (McDermott, 1994, p .52).
1.3.2.4 Social Purpose of Art
The leaders of the Arts and Crafts movement borrowed the idea of invention 
and originality from art, which they applied to craft and especially to the design 
of craft artefacts (Anscombe, 1991). However, Naylor (1971) claims that far 
from adopting the contemporary nineteenth century paradigm of the lone.
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individual artist, they favoured a collectivist approach. The designers were often 
not the same as the makers.
The adherents of the Arts and Crafts movement opposed the view of art for art's 
sake that was popular towards the end of the nineteenth century. For them, art 
had a social purpose. The role of the artist was to work towards the 
improvement of society, by producing aesthetically pleasing, functional, 
artefacts. They rejected the Renaissance division between art and craft and 
sought to re-unite them (Naylor, 1971; Anscombe, 1991; Cumming and Kaplan, 
1991; MacCarthy, 1994; Hilton, 2000).
William Morris ‘argued that the capitalist system had created a visually ugly 
environment and debased design’ (Whiteley, 1999, p. 193). Improving the 
aesthetics of the everyday environment was a moral quest. This idea was 
subsequently adopted by industrial designers. Ironically, the most important 
aesthetic legacy of the movement was in the field of design, rather than craft or 
art (MacCarthy, 1982; Sparke, 1986; McDermott; 1992; Whiteley, 1999).
1.3.2.5 Inconsistencies
The ideas of the Arts and Crafts movement were often contradictory (Naylor, 
1971; Lucie-Smith, 1981; Anscombe and Gere, 1983; Anscombe, 1991; 
Cumming and Kaplan, 1991; MacCarthy, 1994). For example, Cumming and 
Kaplan (1991) claim its adherents consisted mainly of an urban, bourgeois elite, 
who championed rural, working-class values. Although the leading figures of 
the Arts and Crafts movement claimed that quality craft should be available for 
all workers, they were not working class themselves and nor were their clients 
(Naylor, 1971; MacCarthy, 1988; Anscombe, 1991). Naylor (1971) and 
Anscombe and Gere (1983) stress that the ordinary worker could not have 
afforded their much more expensive craft products. While not disputing this, it 
could also be the case that the aesthetic preferences of workers from a different 
social group were significantly different and hence they might not have wanted 
to buy them in any case (MacCarthy, 1982).
Cumming and Kaplan (1991) note that there was a contradiction between the 
democratic ideals the leaders of the movement espoused and their desire for 
higher standards of craftsmanship. Moreover, the movement was on the one 
hand progressive and in favour of change and on the other hand deeply 
conservative (Cumming and Kaplan, 1991; Papanek, 1995). For example.
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according to Naylor (1971), leaders such as Ruskin advocated originality, while 
also proposing a revival of craft styles of the middle-ages. Parker (1986) and 
Marsh (1996) point out a further contradiction in the way its leaders reinforced 
traditional, gender stereotypes, while at the same time encouraging women to 
recognise the aesthetic value of their embroidery. Harrod (1999) draws attention 
to an apparent contradiction between the advocacy of Morris for craft and his 
practice of design. In the twentieth century, he has been celebrated as a 
designer, not a craftsperson.
1.3.3 The Twentieth Century
1.3.3.1 Second Industrial Revolution
Elliott (1999, p. 16) proposes that with the twentieth century came a second 
industrial revolution which ' . . .sounded the death knell for craft-based 
industries'. Whereas the first industrial revolution had meant industry required a 
ready supply of skilled craftspeople, the second one meant they were gradually 
dispensed with. This revolution was brought about by electricity, ever more 
sophisticated machines and scientific manufacturing processes such as Fordism 
(Landes, 1969; McKellar, 1999). According to Harvey (1990), Fordism 
resulted in all tasks in a factory being broken down, isolated and timed, in order 
to maximise economic efficiency, at the expense of the well being of the 
workers.
1.3.3.2 Studio Craft Movement
Although the influence of the Arts and Crafts movement rapidly waned during 
the 1920s, its ideas had a considerable influence on the birth of a studio craft 
movement (Anscombe, 1991; Cumming and Kaplan, 1991; Harrod, 1999). The 
spread of studio craft ‘went hand in hand with the popularisation of craft in the 
twentieth century’ (Harrod, 1999, p. 18). It comprises 'studio craftspeople', who 
commonly made functional or decorative artefacts such as pots or jewellery, 
predominantly by hand, in small workshops (Lucie-Smith, 1981; Anscombe, 
1991). Harrod (1999, p .28) claims that they ‘...worked obsessively in one 
medium, trying to discover its essence, often ignoring hundreds of years of 
hard-won technological expertise’. Either they revived a dead skill, such as 
calligraphy, or they ‘primitivised’ a living one, such as woodwork (Harrod, 
p .29). They shared ‘the belief that the development of tools and technology 
were corrupting’ (Harrod, p. 147). The potter Bernard Leach (1887-1978) was a 
role model for many other studio craftspeople (McDermott, 1994; Harrod,
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1999). For him and many others, touch and hand processes were essential to 
craft and its practice was a form of liberation which could be ‘highly spiritual’ 
(Harrod, 1999, p. 151).
Both Metcalf (1993) and Harrod (1999) note that studio craftspeople considered 
their work to be a form of self-expression and, while claiming to revive the 
practice of traditional crafts, they adopted the role of the artist. Like artists, 
they are associated with ‘autographed’ work. They also claim that studio 
craftspeople adopted many of the precepts of aesthetic modernism, especially a 
belief in the desirability of formalism, newness and originality.
Craftspeople, such as blacksmiths or weavers had typically been workers or 
artisans, although their wealth and social standing varied, depending on their 
craft (Hough, 1998). However Dormer (1988) and Harrod (1999), allege that 
the studio crafts revival was a middle-class phenomenon. Like the followers of 
the Arts and Crafts Movement, studio craftspeople generally produced luxury 
artefacts for members of their own class (Dormer, 1988).
1.3.3.3 Theories of Knowledge and Craft
It is commonplace for those who write about craft in the twentieth century to 
share a negative view of technology, a view that is probably influenced by the 
Arts and Craft Movement. Working at a craft has continued to be promoted on 
the grounds that it is an antidote to the effects of a standardised, technological 
society (Trilling, 1997). Fllul (1965) describes how such a society is organised 
in order to constantly seek out and introduce ever more efficient techniques and 
this quest dominates most aspects of life. Human values, he asserts, have to be 
sacrificed to this. It is claimed that craft, by contrast, is an activity that accords 
with human values and nature and where human skill takes precedence over 
mechanisation and standardisation (Coleman, 1988; Dormer, 1997; Trilling, 
1997).
The theme of standardisation was also addressed by Pye (1968). His view is that 
the main difference between craft and industrial production centres on the 
concept of risk: every time a craftsperson makes an artefact, the outcome is 
uncertain. In the case of mass production by contrast, once a machine is 
calibrated and switched on, the outcome is standardised and almost totally free 
of risk. Dormer (1994) notes that this view had a considerable influence on 
subsequent theories about craft.
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While it is claimed, usually in rather bleak terms, that within modernity there is 
an inalienable social pressures of standardisation, an alternative interpretation is 
that society is becoming increasingly complex. For example, Nordenson (1976) 
notes that at the time of the Fnlightenment a highly educated individual could 
attain familiarity with all known knowledge but that during the following two 
hundred years, as the quantity and complexity of knowledge increased, so it 
became distributed across an increasing number of disciplines. This has meant 
that knowledge has become beyond the power of any individual to either 
understand, or control (Nordenson, 1976; Lyotard, 1984).
According to Dormer (1997) the same process has taken place in factories, with 
individual workers only knowing one part of the overall process. He contrasts 
this with the craftsperson, who, he claims, has control and knowledge of all the 
technology for carrying out the process of making from beginning to end. This 
view is partly contradicted by Hough (1998), who notes some crafts, such as 
printing, have a tradition of division of labour going back before the industrial 
revolution. I am also aware of studio potteries where the tasks are clearly 
divided.
It is probable that Dormer (1997) is referring to studio craftspeople only, as he 
contrasts craftspeople with industrial workers, who, he explains, only have 
distributed knowledge of the manufacturing process. His view is similar to the 
Marxist concept of alienation of labour, mentioned previously, but became 
much more prevalent with the spread of Fordism during the twentieth century.
The psychologist Gardner (1990, 1995) offers another explanation for why 
practising a craft enables the maker to feel in control. His research has 
uncovered six different and discrete forms of knowledge: linguistic; 
mathematical; musical; personal; spatial and bodily kinaesthetic. His view is 
that practising a craft largely involves the latter. This knowledge is essentially 
intuitive and when developed enables a person to have considerable control over 
a material technique. Gardner is careful to point out that there is no intrinsic 
reason for favouring one form of knowledge over another, although Western 
Society has tended to establish a hierarchy with linguistic and mathematical 
knowledge (knowing that) generally considered the most important and bodily 
kinaesthetic knowledge (knowing how) one of the least important.
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I assume that bodily kinaesthetic knowledge is what others, such as Dormer 
(1994) refer to as the ‘tacit knowledge’ (mentioned previously), which, they 
claim, is central to practising a craft. However Dormer (1994) tends to associate 
tacit knowledge with studio and pre-industrial and not industrial craft.
1.3.3.4 Decline of Industrial and Trade Craft
The National Joint Council For The Building Industry (1946) identified a 
category of craft, known as ‘trade craft’, of which examples are bricklaying, 
painting and decorating, plumbing, plastering or thatching. Wheatley (1976) 
claims that during the twentieth century there has been a steady decline in the 
skill level of those who practised these kinds of crafts. Together with other 
experts, he notes there has been a corresponding decline of skills in industrial 
craft. One official report after another has decried an alleged shortage of skilled 
labour (e.g. Industrial Training Council, 1962). Two reasons are commonly 
cited for this decline in trade and industrial craft skills: technological advances 
and the gradual deterioration in quality and quantity of apprenticeship schemes. 
In particular, a recurring point in the discussion of trade and industrial craft 
apprentice schemes is that during this century they have failed to include a test 
of skill and ‘accredited time-serving rather than competence’ (United Kingdom 
Government, 1985, p .5). As Williams (1959) puts it:
Provided he has filled his five years as an apprentice, he is admitted at 
the age of 21 as a skilled craftsman...whether he has learned anything 
during the five years and whether he can do the job well or ill is not 
considered (p.20).
Crawford and Sterland (1963) also express alarm at how this failure to test 
whether skills have been learned has brought about a decline in craft skills:
By a ‘skilled craftsman’ most people mean a ‘man who has completed a 
five year apprenticeship’. It is noticeable that nowhere in this generally 
accepted definition is there any qualification as to the standard of 
craftsmanship expected at the end of the apprenticeship (p. 11).
While concurring that craft skills have declined steadily during the twentieth 
century, due to the lack of effectiveness of apprentice schemes, other 
commentators point out that this was made worse by the decline in the number 
of schemes during the second half of the twentieth century (Wheatley, 1976; 
Regan, 1990). For example, the Trades Union Congress (1995) state that trade 
and industrial apprentices declined in Britain from 243,700 in 1966 to 53,000 in
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1990 and note that this decline further accelerated during the 1990s. Stevens 
(1993) claims that whereas the decline of apprentice schemes has been 
accompanied by an expansion of technical education, this has not arrested the 
decline of skills. Teaching craft skills is considered the job of industry, not 
education. He quotes from the City and Guilds Council Report, 1956/57:
British technical education has been built up on a basis of providing the 
underlying body of knowledge of why the job is done in certain ways, 
leaving to industry itself the responsibility for showing how... repetitive, 
practical work, which serves only to increase manual dexterity and not 
to widen knowledge has no place in technical education but is properly 
at home in industry and training, (pp. 104-105)
The other reason often given for a decline in trade and industrial craft skills is 
technological change, which reduces the need for skilled labour; for example 
through the introduction of a new machine in a factory, or the invention of non­
drip paints (Greenhalgh and Mavrotas, 1991; French, 1997). As a consequence, 
during the twentieth century the need for skilled workers has gradually but 
steadily reduced (Coleman, 1988).
Trades associations, unions and guilds that represented workers have attempted 
to ensure that distinctions and pay differentials between ‘skilled’ and ‘unskilled’ 
workers remained commonplace, by limiting access. However, since the 
1960s, technological developments, the collapse of apprenticeships and socio­
political changes have combined to limit their ability to do this (Stevens, 1993).
1.3.3.5 Growth of Hobby Craft
McKibbin (1990), has noted that during the twentieth century a consequence of 
industrialisation has been increased leisure time for workers. There has been a 
simultaneous expansion of the practise of craft as a hobby (Lucie-Smith, 1981; 
McKibbin, 1990; Dalton, 1987; Dormer, 1997). Many who do not have 
opportunities to engage in craft at work, appear to opt to take it up as a hobby 
(Baynes, 1998). Allison (1998, p .20), alleges one reason for this is the sheer 
pleasure it offers large numbers of people and also that 'most people feel a need 
to make things with their hands'.
There is a wide range of hobby crafts, which can include activities as different 
as making baskets or restoring a steam locomotive. However, the two most 
popular hobby crafts in Britain in the 1990s were textiles and 'do it yourself 
(DIY) (Dormer, 1997). Research by Carlton and Sargant in 1997 reported that
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74% of the English and 67% of the Welsh adult populations enjoy, regularly 
take part in and/or learn specific arts and crafts. The most popular craft was 
embroidery/sewing/knitting, which was particularly enjoyed by 20% of the 
adult population, who were overwhelmingly female (39%, against 1% male). 
The next most popular craft was wood-working, which was enjoyed by 11 % of 
the adult population, who were overwhelmingly male (20%, against 3% 
female). In both cases, participation was spread evenly amongst all social 
classes. Data about participation in DIY were not collected in this research, 
because it was classified as a 'domestic duty' rather than a 'leisure activity'. 
Hence, an even larger proportion of the population engage in craft activities 
than is indicated by these figures.
1.3.3.6 Craft and Spirituality
Within modernity, while established religions have declined and society has 
become increasingly secularised, there has been a concurrent search for 
alternative forms of spiritual fulfilment (Lyon, 1994). According to some 
scholars, accounts of modernity have ignored the fact that many archaic, 
metaphysical practices, such as practising a craft for personal fulfilment, have 
not only survived but flourished (Evans, 1997). The view that craft has an 
important spiritual dimension has been proclaimed in a tradition from the Arts 
and Crafts movement through the studio craft movement and taken up by 
adherents of New Age doctrines in the 1990s (Anscombe, 1991; Cumming and 
Kaplan, 1991; Papanek, 1995; Harrod, 1999).
The idea that practising a craft is spiritual and transcendental which was 
common in the studio craft movement has probably influenced many of the 
increasing numbers of people who practise craft as a hobby (Dalton, 1987; 
Allison, 1998; Harrod, 1999). Heelas (1992, p. 139) also connects mass 
participation in crafts with a sharp decline in organised religion in Britain since 
the 1960s and what has been called an 'expressive revolution'. It became 
common place for people to claim that they wished to release a sacred truth that 
was located within their inner selves through spontaneous expression.
Similar arguments for the benefits of craft are also to be found since the 1960s 
within the Green or ecology movement (Papanek, 1995). For its adherents craft 
often seems to represent an alternative, or counter culture (Rees, 1997) and a 
form of resistance to the devaluation of skilled, physical labour in Western 
culture (Coleman, 1988; Metcalf, 1993). The belief in craft as spiritual quest is
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connected to the view that it is an expression of human values and joy in labour, 
in contrast to a soulless mechanised technology, that threatens both humanity 
and life itself (Ellul, 1965; Pye, 1968; Cumming and Kaplan, 1991; Papanek,
1995).
It is claimed that many of the ideas of the Green movement have much in 
common with those of the Arts and Craft movement. They both promote human 
values, as well as spiritual fulfilment, while opposing technological materialism, 
industrialisation and the machine aesthetic (Anscombe, 1991; Papanek, 1995; 
Coleing, 1999). For Papanek (1995) they both mix conservatism with 
progressivism, while for Coleing (1999) they share utopianism.
1.3.3.7 Polarisation of Art and Craft
The paradigm of the artist that emerged at the start of modernity, described 
previously, continued to be dominant in England and Wales at the end of the 
twentieth century (Crowther, 1993). According to this view, art is produced by 
highly talented, imaginative individuals, who freely express themselves through 
creative ideas and work. Moreover, it is claimed they have no need of craft 
skills (Fuller, 1980; Archer, 1997; Arnason, 1998; Danto, 1998).
The point of view that craft skills are irrelevant to the concept of art emerged 
with the European avant-garde, during the nineteenth century (Edwards, 1999). 
For example, Maurice Denis, writing in 1889, proposed that craft skills are 
positively harmful to the self-expression of the artist (Harrison, et al., 1998). 
For Greenhalgh (1997b) this paradigm sanctions a hierarchy, in which fine 
artists are accorded much higher status than craftspeople, because the former is 
understood as a state of mind and artists are seen to have superior ways of 
seeing and thinking. On the other hand, craftspeople are defined by what they 
make, which is the product of skilled, physical labour (Parker, 1986; Metcalf, 
1993).
According to Duran (1987) and Janaway (1992), the theory of the philosopher 
Robin Collingwood (1889-1943) that art and craft are mutually exclusive has 
been very influential in framing opinions during the second half of the twentieth 
century. Ironically, his dominant paradigm of the artist, in which emotion and 
expression was considered superior to control of materials, discipline and skill 
was adopted by many studio craftspeople (Metcalf, 1993; Harrod, 1999).
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1.4 POSTMODERNITY
Scholars generally agree that, in common with other Western countries,
England and Wales have undergone significant social changes since the 1970s. 
These included a fundamental shift in the population from being producers to 
becoming consumers; rapid growth in information technology and uncertainty 
about established hierarchies, values and forms of knowledge. Moreover, the 
Enlightenment faith in technology has been widely questioned (Lyotard, 1984; 
Harvey, 1990; Giddens, 1990, 1991; Featherstone, 1991; Bauman, 1992; 
Freedman, 1992; Lyon, 1994). Although there has been a degree of 
disagreement about what name to give these changes (e.g. late modernity, post­
industrial society, re-industrial society, information society, third industrial 
revolution), there was a widely held view that they constitute a new social 
order, namely postmodernity (Harvey, 1990; Lyon, 1994; Press and Cusworth, 
1998; Elliott, 1999).
1.4.1 Conceptions of Time
Soja (1989) and Harvey (1990) postulate that an essential part of this changing 
social order has been the way time is conceived. According to this view, there 
have been three main conceptions of time: the first associated with premodern 
societies, the second with modernity and the third with postmodernity (Castells, 
1996). Elliott (1999, p. 16) explains all premodern societies live according to 
cyclical, or biological time, that is '...by  the sun and by the seasons'. There is 
not a co-ordinated and systematic attempt to measure it and for the majority of 
the population this view dominated until the industrial revolution. Tasks take as 
long as they need. Craft originated within premodernity and it is with this 
conception of time it is most commonly associated (Evans, 1997; Elliott, 1999).
Linear time is an essential element of modernity. According to Calinescu (1987, 
p. 13) '...the idea of modernity could be conceived only within the framework of 
a specific time awareness...linear and irreversible, flowing irresistibly 
onwards'. By systematically measuring time it became a vital agent of 
standardisation and industrialisation. For example, linear time was central to the 
implementation of Fordism. It is also pertinent to this research to note that art 
history is a discipline that originated within modernity and has been written 
according to this concept of time (Calinescu, 1987; Harvey, 1990; Bracewell, 
2000).
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However, within postmodernity a new concept of time emerged, which Castells 
(1996, p .465) calls ‘timeless time’, Hobsbawm (1994, p .3) calls ‘permanent 
present’ and Bracewell (2000) calls ‘serial time’. Timeless time, according to 
Castells has no sequence, no beginning, no end. He gives examples such as 
supermarkets always having the same fruit and vegetables on display, 
irrespective of the season, a society where shops never close, where 
developments in communications mean it is always possible to know what is 
happening in other parts of the world; a global society where the financial 
markets in one time zone or another are almost always trading.
Hobsbawm (1994, p .3) describes its effect on history, writing that '...the 
destruction of the past is one of the most characteristic... phenomena of the late 
twentieth century'. Without a linear conception of time and link between present 
and past, postmodern art and design has taken the form of a constant cycle of 
repetitions and revivals (Crowther, 1993; Danto, 1999; Bracewell, 2000). 
Another important effect of timeless time has been the way it undermines the 
concept of progress, which was central to modernity (Soja, 1989; Castells,
1996). Crucially for this research, this calls into question the commonly held 
assumption, whereby craft is considered an inferior, early form of technology 
(Dormer, 1997).
1.4.2 Conceptions of Technology
Widely held conceptions of technology have been challenged by those who 
claim that modernity has been superseded by postmodernity. It has already been 
noted in this chapter that the dominant view of technology was as an agent of 
liberation, while an opposing but less influential view was that it poses a threat 
to people's humanity. Since craft has often been interpreted in relation to 
technology, it is important for this research that both accounts have been 
challenged by postmodern theory. For example, Lyotard (1984) has challenged 
the view that technology is unified, and is a cause either of human liberation or 
subjection. These, he claims are myths. As he and Nordenson (1976) have 
pointed out, technology is not the single entity it appeared to be at the inception 
of modernity: different disciplines have their specific technology. As in science, 
there is no overall truth for technology, merely an array of competing 
hypotheses (Lyotard, 1984; Ffland et al 1996).
Moreover, Lyotard (1984) proposes that technology is not an abstract entity, 
seeking the most efficient solution to all problems. It is the product of the
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whims and choices of human beings, who use judgement and hunches as well as 
calculations and a verifiable method, in developing it. Seen like this, technology 
is not necessarily an agent of liberation, nor a dire threat to individuality, as has 
been claimed. This myth of technology as a Frankenstein's monster was often 
used during the twentieth century to perpetuate the contrary myth of some 
artists and craftspeople expressing inner truth and asserting their humanity and 
individuality (Willis, 1990). Hence the collapse of one has implications for the 
other.
1.4.3 Conceptions of Nature
Giddens (1999a, p .3) claims that at the end of the twentieth century, the concept 
of nature is also collapsing. He says that society is '...living after the end of 
nature. Few aspects of the physical world, in other words, are any longer just 
natural - unaffected by human action'. This challenges a romanticised view that 
by engaging in craft a person is functioning in accordance with nature 
(Robertson, 1989).
1.4.4 Conceptions of Craft
1.4.4.1 Craft, Art, Design and Technology
Within postmodernity, established definitions of craft have been called into 
question (Frayling, 1990; Dormer, 1997; Johnson, 1998). Whereas it has 
previously been noted that concepts of craft, art and technology have at various 
times been described as opposites, since the 1970s these distinctions have 
become much less clear (Frayling, 1990; Markowitz, 1994; Dormer, 1997; 
Metcalf, 1997). In addition, there was a growing confusion in Fnglish and 
Welsh society between concepts of craft and design (Rees, 1997; Frayling,
1990; Greenhalgh, 1997; Harrod, 1999). For example, in a 1998 article about 
craft in British education. Press and Cusworth, put forward arguments for 
design (and occasionally art) as if they automatically applied to craft. At a 
Crafts Council sponsored conference on craft in British higher education in 
November 1997, delegates used these three terms as if they were synonymous.
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1.4.4.2 Studio Craft and Art
Frayling (1990) and Harrod (1999) consider that changes in the art world and in 
art and design education during the 1970s have added significantly to confusion 
about the concept of craft and how it differs from art and design. In this 
climate, studio craftspeople produced artefacts where originality, innovation and 
self expression took priority over function, a postmodern aesthetic was adopted 
and an avant-garde of craft came into being (Frayling, 1990; Metcalf, 1993, 
1997; Markowitz, 1994; Dormer 1997; Rees, 1997; Harrod, 1999). By 
charging 'art prices' and exhibiting in galleries, studio craftspeople both aspired 
to higher status and distinguished their work from industrial, mass produced 
goods (Elinor et al., 1987; Harrod, 1999).
All the same, Frayling (1990) and Metcalf (1997) note that few craftspeople 
succeeded in becoming accepted as artists. Scholars agree that the dominant 
paradigm of art at the end of the twentieth century is one that disparages craft 
skill, emphasising instead creative acts based purely on artistic expression, or 
cerebral activity. The latter is a newer paradigm of art that locates the aesthetic 
within an idea or theory, rather than in a physical object (Dormer, 1997, 
Metcalf 1997, Danto, 1998). Dormer (1997 p. 174.) unequivocally states that 
'craft is not an issue of debate in the Art W orld'. However, Lucie-Smith (1981) 
and Frayling (1990) note that because many artists have moved away from 
producing objects, craftspeople have been able to exploit those segments of the 
market artists have vacated.
1.4.4.3 New Technology and Craft
What is, or is not craft continues to be influenced by developments within 
industry and technology and the growth of information technology (IT) in 
particular (Harvey, 1990; Press and Cusworth, 1998). Computers enable the 
customisation of industrial products, which have sometimes been displayed side 
by side with craft artefacts in craft shops (French, 1997). This means it 
becomes almost impossible, even for the connoisseur, to distinguish between 
industrial and craft products (Dormer, 1997). At the same time, some 
craftspeople are adopting computer aided design and manufacture (CAD/CAM) 
in their work (Myerson, 1997). Meanwhile, British consumers happily combine 
Arts and Crafts influenced style with hi-tech objects in their homes 
(McDermott, 1994).
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Dormer (1997) has drawn attention to another consequence of CAD/CAM 
technology, which, in his opinion, replaces distributed knowledge of the 
production process with no knowledge at all. For him, therefore, artefacts 
produced this way cannot be craft. On the other hand, French (1997) is 
uncertain about this, while for Press and Cusworth (1988) if one person has 
been responsible for designing and producing a product it is craft, even if this is 
all done using CAD/CAM.
1.4.5 Market for Craft
At the end of the twentieth century economic growth has provided sufficient 
wealth for a large proportion of the population in England and Wales to afford 
luxury goods (Walker, 1989; Dormer, 1990). This market has grown and 
diversified into a variety of tastes and segments for all sorts of consumer goods, 
including many kinds of craft (Hillman-Chartrand, 1987; Dormer, 1997;
Hickey, 1997; Towse, 1997; Press and Cusworth, 1998). According to Dickie 
and Gelya (1996), craft objects contain meanings that distinguish them from 
other consumables they buy, because of the message they are believed to convey 
about the purchaser, or owner. This is why they are often bought as special 
gifts (Hickey, 1997; Ford, 1998). Gifts constitute the most significant market 
for studio craft (Metcalf, 1993). Research carried out by the Crafts Council in 
1987, reported that thirty percent of the British public consider craft and gift 
items to be identical.
The market for craft, together with the expansion of the number of graduates 
from higher education craft courses (Ashwin, Channon and Darracott, 1988) 
contributed to a growth in the number of professional studio craftspeople in 
England and Wales producing expressive craft, during the 1990s (Knott, 1994).
Increased travel and tourism has also expanded the market for craft, since it is 
frequently associated with traditional cultures and regionalism (Cumming and 
Kaplan, 1991). This takes the form of what purports to be ethnic, rural and 
other premodern craft, as well as craft made and bought as souvenirs (Graburn, 
1976; Jules-Rosette, 1984; Hewison 1987; Walker, 1989). Giddens (1999b, 
p .4) criticises the invented past on which sales of this kind of craft often 
depend. For him 'tradition that is drained of its content, and commercialised, 
becomes either heritage or kitsch - the trinkets bought in the airport s to re '.
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1.5 KEY FINDINGS
It is evident that craft has a low status in English and Welsh society and is 
generally considered to be backward looking and old fashioned. Yet it is 
popular and valued as a hobby, particularly as textiles for women and 
woodwork for men. The fact that so many people choose to practise a craft for 
personal fulfilment lends credence to the theory that it satisfies fundamental, 
biological human instincts. Craft knowledge is instinctive, tacit and corporal 
and cannot be written down and can only be learned by observation and 
practice.
1.5.1 Four Strands of Craft
This review has revealed that conceptions of craft in English and Welsh society 
are both varied and confused. For example, it is sometimes considered to be the 
antithesis of industry, yet also exists within it. To help me to clarify these 
concepts, I identified four main historical strands of craft. These are (i) 
workmen's craft, (ii) expressive craft, (iii) women's craft and (iv) traditional 
craft. Although each strand is distinctive, they overlap. Traditional craft, in 
particular, has aspects in common with the other three.
1.5.1.1 Traditional Craft
Traditional craft had its origins in premodern culture and has declined since the 
industrial revolution. It often played an important role in the transmission of 
cultural values and is sometimes referred to as folk art or craft. It is generally, 
although not exclusively, associated with rural culture, especially in England 
and Wales, where an urbanised population sustains nostalgic myths about an 
idealised rural past (Weiner, 1986; Castells, 1996). Since the 1960s, the growth 
of the heritage industry and mass tourism have been important factors in 
sustaining this strand of craft (Hewison, 1987; Giddens, 1999b). It has also 
been either a hobby or a job for those from suburban or urban backgrounds, 
many of whom are middle class (e.g. basketry or traditional boat building). 
Some traditional craftspeople (e.g. thatchers) earn their living much like trades 
craftspeople, while others sell craft as souvenirs and gifts to tourists. Much 
traditional craft is afforded lower status than high culture, within English,
Welsh and western societies (Graburn, 1976).
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1.5.1.2 Women’s Craft
Women's craft is a strand that has largely been overlooked in the literature. It is 
a manifestation of feminine values and has been practised by women of all 
social classes, usually within domestic settings. It is most commonly associated 
with textiles (Garber, 1992). Women’s craft is usually not made for sale, 
although it is often intended as a gift. Aspects of this strand have been promoted 
in the twentieth century by Women's Institutes and by feminist art organisations 
(Greenhalgh, 1997b). It has been afforded lower status than craft made by men. 
Its practice may be declining, as an increasing number of women are employed 
outside the home (Stanley, 1992; Franks, 1998).
1.5.1.3 Workmen’s Craft
Workmen's craft, which comprises trade and industrial craft, is a strand in 
which tacit skills are paramount, although in the twentieth century they have 
declined. These craftspeople are conceived as being predominantly working 
class and male (Beynon, 1992). They earn a living to the extent their skills are 
in demand and tend to have a lower social status than white collar workers, 
although a higher one than unskilled workers. Their interests are sometimes 
represented by trade associations, guilds or unions (Braverman, 1974;
Wheatley, 1976). Theories about this strand have tended to concentrate on the 
politics of work (Greenhalgh, 1997a). In particular, nineteenth century socialists 
condemned the alienation of labour. This strand has not been well documented, 
for example those craftspeople who laboured to produced the trans-Atlantic 
ocean liners are nearly as anonymous as those who constructed mediaeval 
cathedrals. Although this strand is declining as a job it is increasingly practised 
as a hobby, especially in the form of DIY (Beynon, 1992; Dormer, 1997).
1.5.1.4 Expressive Craft
Expressive craft originated within modernity. Although it is normally 
considered to have lower status than art, it shares many of the same precepts. 
Like art, this strand emphasises originality and the autographed work of the 
maker. It differs from art in that the artefacts are usually functional (Frayling, 
1990; Harrod, 1999). This strand is very common as a hobby, while a 
significant number of its practitioners are professional craftspeople who earn a 
living producing luxury goods and gifts (Knott, 1994). Aesthetic considerations 
and concepts such as freedom and creativity dominate this paradigm of craft
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(Newland, 1986). By emphasising aesthetic considerations over process or skill, 
this strand has achieved a higher status than the others (Percy and Triggs,
1990). Dormer (1988) has pointed out that after a particular traditional craft has 
become economically inviable and hence virtually extinct, it is often taken up by 
middle class members of society. However, it is then practised as expressive, 
rather than traditional craft. One example is pottery. This strand is growing, 
both as a job and as a hobby.
1.6 OPERATIONAL DEFINITION OF CRAFT
1.6.1 Summary of Main Conceptions
In this final section of the chapter the various definitions of craft already 
reported on are discussed, in order to find an operational definition for this 
research. This task was problematic, in particular because within postmodernity 
definitions have become subject to fragmentation and indeterminacy (Harvey, 
1990). According to Nordenson (1976), it is possible to define borders between 
concepts such as craft and art, because each concept carries its own set of rules. 
Although the exact location of a border seems arbitrary and transitory in theory, 
these distinctions are significant in common practice nonetheless. This 
suggested that although it might lack the sharpest focus, a single definition of 
craft was possible.
According to Press and Cusworth (1998, p. 14), any definition of craft must take 
into account the following: questions of craft and skill; 'the craft versus industry 
debate, the art versus craft question and problems of cultural interpretation'.
The review of literature confirmed this and arrived at the following findings.
□ Craft is an ancient and fundamental human activity of making, that meets 
human's basic, biological and/or spiritual needs (Blanchford, 1961; 
Robertson, 1961, 1963; Sevigny, 1969; Osborne, 1975; Lucie-Smith, 1981; 
Dissanayake, 1992; Allison, 1998; Evans, 1998).
□ Craft is the application of tacit, kinaesthetic skill and can only be learned 
through experience (Robertson, 1961; Polanyi, 1967; Collins and Sandell, 
1987; Gardner, 1990; Percy and Triggs, 1990; Dormer, 1994, 1997; 
McCullough, 1996; Press and Cusworth, 1998).
□ Craft is the product of making something as well as possible, irrespective of 
economic reward (Osborne, 1975; Evans, 1998; Levien, 1998).
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□ Craft is making artefacts, predominantly by hand, where functional and 
aesthetic considerations are equally important (Sevigny, 1969; Naylor,
1971; Anscombe and Gere, 1983; Anscombe 1991; Cumming and Kaplan, 
1991; Dormer, 1997)
□ Craft is the antithesis of industry (Naylor, 1971; Anscombe, 1991).
□ Craft is a medium for the expression and transmission of a people, or 
nation's identity (Gullick, 1992; Katter, 1995; Davies, 1996; Dickie and 
Gelya; 1996).
□ Craft is the expression and transmission of feminine traditions (Elinor et al. 
1997; Shreeve, 1998).
□ Craft is personal expression through making functional objects, 
predominantly by hand (Lucie-Smith, 1981; Anscombe, 1991).
□ Craft is risk production (Pye, 1968)
1.6.2 Tentative Definition
A working definition for research into the concept of craft in two distinct 
English and Welsh secondary school subjects, needed to be inclusive of as many 
views as possible and not biased towards art, technology or design. For the 
National Survey of Craft, Part 1, to which this research was linked, the Crafts 
Council had defined craft as an activity in which 'pupils should be actively 
involved in the designing and making of one-off individual artefacts, 
encouraging the development of their imaginative and practical skills, visual 
sensitivity and a working knowledge of tools and materials' (Mason and Iwano, 
p. 157). This definition, together with the Crafts Council’s official definition 
reported in the Introduction (p.3) failed to distinguish craft from design. 
Moreover, the Crafts Council tended to only represent the interests of studio 
craftspeople and its definitions reflected this bias at the expense of other 
conceptions, which the review identified.
However, this research set out to investigate and clarify conceptions of craft per  
se. In seeking a definition that would include all four strands of craft, I looked 
for attributes common to them all. From the review it was impossible to find 
consensus, however I identified three key concepts that accorded with the views 
of the majority of authors. These represented different strands of craft: (i) the 
application of skill; (ii) use of hands and (iii) pursuit of quality. It is claimed 
that to practice a craft it is necessary to apply a particular kind of skill, often 
referred to as 'tacit knowledge'. This physical skill in manipulating materials
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was described as a knack and an awareness of how to undertake physical tasks 
that is based on intuition (Polanyi, 1967; Percy and Triggs, 1990; Dormer, 
1994; Burgess and Schofield, 1998). It was generally agreed that this skill is in 
part corporal and particularly necessitates use of the hands. For example 
Metcalf (1993, p .40) proposes that for something to be craft '. . .i t  must be made 
substantially by hand. This is the primary root of all craft, the wellspring and 
reference point for everything else in the field.' In arriving at a tentative 
definition I did not want to imply that craft excludes the use of machines. 
However, through tacit skills a human must be controlling and not merely 
operating a machine (Ellul, 1965; Dormer, 1994). The literature also suggested 
that it is important how skill is applied and that craft means making to the best 
of one’s ability (Osborne, 1973; Levien, 1998; Harrod, 1999).
A conclusion was that these attributes connect the various conceptions of craft 
described in this chapter. Although the literature indicated that in the case of 
workman’s craft, during the twentieth century these attributes became less 
important, it also indicated that it was for this very reason it has declined. 
Therefore, the working definition of craft arrived at for the rest of this research 
was a material technique, which requires tacit skill, 'some degree o f hand 
making and an uncompromising pursuit o f  quality’ (Ellul, 1964; Levien, 1998, 
p.89).
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CHAPTER 2
CRAFT IN EDUCATION: CONCEPTIONS AND 
JUSTIFICATIONS
2.1 INTRODUCTION
In the previous chapter, I reviewed the literature on conceptions of craft in 
society and arrived at a tentative, working definition of craft. I also came to 
some conclusions about how craft has been conceived in English and Welsh 
society, in the expectation that these views will have influenced craft in schools. 
I identified four distinct strands, which I called 'Workmen's Craft', 'Women's 
Craft', 'Expressive Craft' and 'Traditional Craft'. Other key findings were: (i) 
that craft has a low status within English and Welsh society and is generally 
considered old fashioned; (ii) it is popular as a hobby, (iii) there is a 
pronounced gender division in how it is conceived; (iv) it is commonly claimed 
that there is a human, biological need to engage in craft and (v) many experts 
state that craft knowledge is tacit and cannot be expressed in words.
Although these findings went some way to clarifying how craft is conceived 
within society, a review of the literature about craft in English and Welsh 
secondary schools was also required. Because this research specifically set out 
to investigate craft in schools, I needed to know whether any of the conceptions 
of craft, reported in the conclusions of the last chapter had been replicated in 
the history of English and Welsh craft education. In particular, I wanted to find 
out whether or not the four strands of craft in society also existed in schools and 
if so how that came about; whether or not craft is schools had an equally low 
status and whether or not it was gendered.
Taking the above questions into account, as well as the research questions, I 
defined five main aims for this second part of the review. These were to: (i) 
identify and analyse the history of craft in English and Welsh schools; (ii) find 
out which justifications have been given for teaching craft in secondary schools;
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(iii) analyse the literature about how craft has been learned and taught in 
secondary schools; (iv) analyse the literature for factors that influence secondary 
pupils' interest in engaging in craft and (v) reflect on my tentative definition of 
craft in the light of the findings of this second review.
In carrying out this review, I discovered that there are comparatively few texts 
devoted exclusively to craft education. It appeared that a history of craft in 
English and Welsh education has yet to be written and it was necessary to read 
books whose focus was principally about other topics, for example food, design 
or art education. Government documents and reports about education were 
included in this review, as well as journal articles. Books and journals used for 
this review were from the following disciplines: education, history, social 
history, design history, sociology, psychology, cultural studies and women's 
studies.
Scholars who write about craft in schools, concentrate on the late nineteenth and 
early twentieth centuries and the second half of the twentieth century, but 
appear to have little to say about the period in between. They tend to be 
concerned with one strand of craft only and therefore do not write about the 
whole picture. Only one author (Seonaid Robertson) has written extensively 
about craft education at secondary level. As a result, her views have been 
extensively reported, albeit in the knowledge that she represents only one strand 
of craft education.
2.2 CRAFT EDUCATION OUTSIDE SCHOOLS
2.2.1 Hierarchy of Knowledge in Society
With few exceptions, prior to the introduction of universal, compulsory 
education in 1870, craft was not part of the accepted curriculum in schools in 
England and Wales (Robertson, 1952; Blanchford, 1961; Sutton, 1967; 
Macdonald, 1970; Eggleston, 1976, 1996). Blanchford (1961) and Barnett 
(1986) claim that education in England and Wales at that time had two models: 
ecclesiastical training in school and the apprentice system outside school and 
craft was almost always taught in the latter. Hence academic and practical 
learning were separated, the former being considered education, the latter 
training. According to Barnett (1986) the two models represent a fundamental 
cultural split, which has been especially pronounced in these countries. He 
emphasises the fact that the content, ethos and values of the school curriculum
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grew out of its mediaeval origin, when it was intended to meet the needs of 
training clerics. He claims that schools taught a narrow curriculum, based on 
the classics and established a hierarchy which promoted certain scholarly 
subjects such as Latin while disparaging practical skills.
2.2.2 The Apprenticeship System
2.2.2.1 O rigin and Function
From the twelfth century, the established model for formal craft education in 
England and Wales was not in schools, but through an apprentice system 
(Blanchford, 1961; Sutton, 1967). In this system, a master trained a small 
number of apprentices in a particular craft discipline, usually for seven years. 
They learned both from the master and each other. At the end of this period, 
they demonstrated their high level of skills by submitting an example of their 
craft work, called a ‘masterpiece’, for examination by another master, or 
masters. If successful, they could become masters themselves. This system, 
which was predominantly male, was regulated by guilds that represented 
different trades, for example weavers, or silversmiths (Blanchford, 1961; 
Sutton, 1967; Gardner, 1995; Hough, 1997).
One function of the apprentice system was to control the number of people 
learning a particular trade. In this way, guilds were able to ensure that the skills 
of their members were exclusive and not widely available (Stevens, 1993).
1.2.2.2  Decline
I reported in the first part of this review that after the industrial revolution, the 
apprentice system was adopted by industry. However, its role as the principal 
means of occupational skills training declined during the twentieth century. 
Where it remained, its main purpose was to restrict access and maintain pay 
differentials (Crawford and Sterland, 1963; Stevens, 1993). As the school 
leaving age has risen, so has the age for entering apprenticeships and they have 
largely been replaced by vocational qualifications, such as National Vocational 
Qualifications (NVQs) (Regan, 1990).
Those who write about apprentice schemes frequently mention that 
apprenticeships are intended for boys who are low achievers at academic 
subjects. For example, a report by the Building Apprenticeship and Training 
Council of 1957 notes that ‘the more successful a boy is at school, the less
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likely he is to take up a manual occupation on leaving’ (p. 13). Writing about 
apprenticeships in 1956, Dolphin goes as far as to caution against giving 
theoretical knowledge to apprentices, in case they use this to leave a manual 
occupation in favour of higher paid, clerical work.
2.2.2.3 Benefits for Teaching and Learning Craft
It is pertinent to this research that authors with different concepts of craft, such 
as Robinson (1952) and Percy and Triggs (1990), agree that the apprentice 
system was well suited to the effective transmission of craft skills. The reason 
they give is that craft is best learned by demonstrating, observing and constantly 
practising. Gardner (1990, 1995) and Baynes (1996) support this view with the 
claim that it employs intuition and is best learned by means of touch and sight. 
Shreeve (1998, p .46) writes of craft knowledge being 'absorbed' and she claims 
that, unlike in 'traditional academic subjects, it is difficult to account for how 
the knowledge is gained or held'.
2.2.3 Women’s Craft
Women traditionally practised craft that was centred on the home and 
commonly took the form of various kinds of needlework (Parker, 1986). As a 
consequence of being in the home, domestic needlework did not have a 
structured system of instruction akin to the apprentice system, although 
needlework craft skills were also passed on by observing and practising.
From the early sixteenth century, it became common for a girl to produce a 
‘sampler’. This was similar to the ‘masterpiece’ produced by an apprentice, in 
that it was a means of demonstrating that she had learned how to satisfactorily 
do all the main kinds of stitches. These stitches decorated a piece of cloth, 
usually linen and often included an alphabet, the maker’s name, a picture and a 
popular saying, or poem (Parker, 1986). Shreeve (1998, p .46) expresses the 
view that these forms of learning matched western concepts of femininity, 
which she claims were associated with 'feeling, intuition, sewing, making and 
understanding textiles'.
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2.3 CRAFT IN FORMAL SCHOOLING
2.3.1 Early Origins
Prior to the introduction of universal education, in 1870, there were only rare, 
isolated cases of craft occurring in schools. It was sometimes taught to girls in 
order to equip them to manage a home or do low paid, menial work. In the case 
of boys, it was occasionally taught to those who were low achievers in academic 
subjects, to enable them to find employment as manual labourers (Sutton, 1967; 
Eggleston, 1994; Rutland, 1997). Blanchford (1961) reports that this low status 
craft in general education appeared as early as the eighteenth century. It was 
largely associated with the workhouses, established for pauper children. Rutland 
(1997) notes that charity schools provided training in craft to help children find 
future employment. She gives as an example the Schools of Industry, which 
opened in Kendal in 1799 and taught knitting, lace making, spinning and 
sewing.
2.3.2 Introduction of Universal Education
Craft education in English and Welsh schools only became common during the 
late nineteenth century, following the introduction of universal education in 
1870 (Blanchford, 1961; Sutton, 1967; Eggleston, 1976, 1996; Penfold, 1988; 
McCormick, 1994). At this time the curriculum had to cater to the perceived 
needs of many children from low income families, for whom school attendance 
had been made compulsory (Eggleston, 1976).
2.3.3 Three Strands of Craft Education
From the beginning, there was a strict gender divide between the kinds of craft 
taught to boys and girls (Macdonald, 1970). Boys learned woodwork and 
sometimes metal work (Blanchford, 1961; Eggleston, 1976; Penfold, 1988), 
while girls were taught needlework (Whyld, 1983; Attar, 1990; Rutland, 1997). 
In reviewing the literature, it became apparent that the form craft took in 
schools resembled the strands identified in society in the first part of the review. 
Boys' carpentry and metalwork were akin to workmen's craft, while girls' 
needlework corresponded to women's craft. Of the other two main strands, 
expressive craft also appeared commonly in schools, although not until the 
twentieth century (Sutton, 1967). This was usually in the form of ceramics or 
printed textiles (Taylor, 1992). I was unable to find written proof of traditional
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craft occurring in schools, although I have heard anecdotal evidence. A 
description of how these three strands of craft were manifested in schools 
follows.
2.3.4 Women's Craft
2.3.4.1 Training in Housework and Femininity
Needlework was introduced in the majority of girls’ schools in the decade 
before universal schooling (Sillitoe, 1933; Attar, 1990; Rutland, 1997). Attar 
(1990) asserts that craft, in the form of needlework took place while boys were 
taught academic subjects and a large proportion of class time was spent on this 
subject. She suggests craft was taught to girls as a means of holding them back 
academically. Attar's position is based on a presumption that academic 
knowledge is superior to craft knowledge. This view is expressed in the title of 
her book: Wasting Girl's Time.
Parker (1986, p. 187), a feminist art historian writing from a different point of 
view, advocates women's needlework being accorded greater artistic value. 
However, she expresses the opinion that in the 1890s ‘...education for girls was 
still a training in femininity through needlework, to the extent that boys were 
given books for [school] prizes, while girls were rewarded by being allowed to 
take home their needlework, without having to first pay for it’.
Sillitoe (1933) and Blanchford (1961) report that at this time needlework in 
girls’ schools was considered to be as fundamental as writing, reading and 
arithmetic. Blanchford (1961) adds that until 1904, teachers were paid 
according to examination results. In the case of boys’ schools, examinations 
were in reading, writing and arithmetic, but in the case of girls’ schools, they 
also included needlework. As a schoolroom exercise it was common practice for 
girls to produce samplers, similar to those produced in the home. However 
those in school contained fewer kinds of stitches and their motifs were less 
varied than those produced in homes (Parker, 1986). Rutland (1997) points out 
that, like all skills based subjects in English and Welsh education, needlework 
was afforded a far lower status than verbal and instrumental knowledge.
On the other hand, Sillitoe (1933, p .l)  makes the claim that needlework was 
introduced to schools so that girls could experience 'the feel of the craft in the 
fingers, to check the vagaries of the brain'. According to Attar (1990), one 
justification for teaching needlework was that through learning the discipline of
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craft, girls also learned obedience. Together with Whyld (1983) and Rutland 
(1997), Attar (1980) asserts needlework was taught to girls from low income 
families to prepare them for menial, low paid employment. Parker (1986) 
concurs but adds that it was also taught in order to prepare girls to be mothers 
and wives. Needlework was taught to girls of all backgrounds; both those who 
might become domestic servants and those who might supervise them (Rutland, 
1997). Yoxall (1965) argues that the main purpose was to teach girls of all 
social classes 'housewifery'.
2.3.4.2 Domestic Science
Blanchford (1961) notes that in the nineteenth and early twentieth centuries, the 
content of needlework classes was limited, because it was not taught by 
specialist teachers. Between 1890 and 1910, the ideas of the Arts and Crafts 
movement inspired some teachers to consider aesthetic criteria (Sillitoe, 1933; 
Parker, 1986). However, Parker (1986) adds that this was only the case in the 
education of some girls from better off families. At this time, the content of 
lessons was usually basic, utilitarian needlework, such as darning, learning how 
to sew seams, hems or knit socks (Sillitoe, 1933; Sutton, 1967). According to 
Yoxall (1965), girls were encouraged to bring clothes from home to be mended 
in class. In some schools, girls were taught other aspects of housewifery, such 
as laundry, cleaning, bed making, sick-nursing, home hygiene, cooking and, 
from 1900, these were gradually combined into a new subject, called Domestic 
Economy or Domestic Science (Sillitoe, 1933; Yoxall, 1965). For the first half 
of the twentieth century, this subject mostly consisted of needlework and 
cookery (Rutland, 1997).
2.3.4.3 Home Economics
Attar (1990) opines that, during the 1950s and 1960s, the rise of a consumer 
society in England and Wales led to a dominant view of an ideal nuclear family, 
living in an ideal nuclear home. She claims a commonly held view at this time 
was that schooling should train girls to become model housewives. During the 
1950s, this was reflected in another change of name for this subject, from 
Domestic Science, to Home Economics. However, there was little change in 
contents of the lessons, which continued to focus on needlework and cooking. 
Learning craft skills within this subject remained paramount (Attar, 1990). 
Rutland (1997) tells how in 1963, the Newsome Report Half Our Future
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continued to argue for a different education for girls, since the expectation was 
that they alone would be responsible for running the home.
During the 1970s and 1980s ideas about gender in society began to change, in 
response to the growing women's movement. Many women demanded equal 
rights to those enjoyed by men (Franks, 1998). Some comprehensive schools 
attempted to respond to this by making boys learn this subject, however, in 
general Home Economics continued to be taught almost exclusively to girls 
(Rutland, 1997; Attar, 1990; Eggleston, 1996). Harding (1997) and Southwell
(1997) allege that craft teachers were more likely than teachers of other subjects 
to hold traditional views about sex roles in society.
Attar (1990, p .141) asserts that during the 1980s, Home Economics both 
reinforced traditional gender roles and also promoted 'the store-catalogue, 
comparative-survey approach'. She describes how, in lessons she observed, 
instead of designing, girls were encouraged to 'leaf through magazines and 
advertisements, to “choose” what they would pick for their bedrooms, or their 
dream kitchens, even down to the colour of the dishwasher they want'.
2.3.5 Workmen's Craft
2.2.5.1 Pre-yocational Training for Boys
Craft for boys entered the curriculum of English and Welsh schools from the 
1880s for vocational reasons (Blanchford, 1961; Eggleston, 1976, 1996;
Penfold, 1988; McCormick, 1994). Penfold (1988) claims that it was introduced 
in the form of industrial craft, in response to public concern in English and 
Welsh society about a partial collapse of the apprentice system and an alleged 
loss of competitiveness of English and Welsh industry, which was attributed to 
a lack of suitably trained, skilled workers. This new subject was called Manual 
Training, Technical Training or Industrial Training and was first introduced in a 
shed in the playground of a school in Paddington, London, in 1885 (Penfold, 
1988; Taylor, 1988). Eggleston (1976) mentions that it subsequently became 
common for this kind of craft to be taught in a separate building, which is 
indicative of its isolation from the rest of the school curriculum. He adds that 
craft teachers came from a different social background and had a different 
training from other teachers and both they and their subject had very low status. 
Shreeve (1998, p .42) offers an explanation of why craft is often considered to 
have less educational value that academic subjects when she states that 'within 
the context of education, where increasingly the processes and practices have to
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be made explicit, recorded and viewed from all angles, the unseen and 
unspoken are in danger of being undervalued and ignored'. Penfold (1988) also 
stresses its low status and notes how it was always listed as the last subject on a 
school report.
According to Penfold (1988), the vocational aim of this new subject was never 
achieved, because school boards were unwilling to adequately resource it and 
installed carpentry workshops as a cheap solution. The end of the nineteenth 
and beginning of the twentieth centuries was also the time when the Arts and 
Crafts movement was at its height and this influenced some craft teachers of this 
subject to turn away from industrial craft (Barnett, 1986; Taylor, 1988). This 
was reflected in a change of name to Handicraft from the beginning of the 
twentieth century (Penfold, 1988).
By 1901, it was common practice for schools to teach craft to boys in half sized 
classes (Blanchford, 1961). At this time, woodwork and gardening were often 
taught side by side in rural schools, so that half a class would learn one, while 
the other half learned the other (Blanchford, 1961).
2.3.5.2 Craft, Design and Technology
Until the 1960s, this strand continued to consist mainly of woodwork and 
sometimes metalwork and was justified on vocational grounds (Eggleston, 1986; 
Penfold, 1988). During the 1960s, design and technology were gradually 
introduced into this subject (Penfold, 1988; Eggleston, 1986, 1996). According 
to Penfold (1988), after a new government had been elected in 1964, the new 
Prime Minister, Harold Wilson (1916-1995) made an influential speech about 
the 'white heat of technological revolution'. He argues that this created a 
climate amongst policy makers, in which it became a common view that craft 
skills were no longer required in the workplace.
Instruction in trade and industrial craft in schools, such as woodwork, was 
afforded a lower priority by policy makers at this time, because of the following 
factors: (i) a widespread belief that craft skills were becoming irrelevant to the 
industrial economy, while design was becoming more relevant; (ii) the 
introduction of new materials and new production techniques in industry, which 
caused a reduction in the need for industrial craftspeople; (iii) changes in 
domestic life and the decline of the remaining apprentice schemes; (iv) its
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emphasis on product, rather than process and alleged failure to stretch the 
intellect of pupils (Eggleston 1976; Black and Harrison, 1986; Down, 1986b).
A consequence of this was the emergence of two separate movements, which 
sought to reform craft in schools. A design lobby advocated amending craft, by 
introducing the design and make process. According to Eggleston (1976, p .2) 
this is '...the  whole process of using materials, from preliminary analysis of 
need, through detailed design research, to the manufacture, testing and use of 
the product or service'. Design advocates emphasised that this involved 
practical problem solving which could make craft relevant to pupils of all 
academic abilities. According to this view, design promoted investigation, 
creativity and evaluation (Green, 1974; Down, 1983).
The technology lobby sought to modernise the subject by expanding its contents 
to include technology (Penfold, 1988). This is defined in this dissertation as: a 
systematic means of attaining, as efficiently as possible, a pre-determined result 
(Ellul, 1965). According to Giddens (1999a) technology is popularly conceived 
to be synonymous with 'hi-tech'. The technology lobby justified its introduction 
in terms of meeting the presumed needs of hi-tech industries (McCulloch, 
Jenkins and Layton, 1986). Both Isaac (1986) and McCormick (1994) draw 
attention to the discrepancy between the aims of the technology lobby, and the 
financial inability of schools to provide more than basic tools, materials and 
equipment.
Both Penfold (1988) and Down (1983) explain how there was considerable 
tension within this subject between design and technology advocates and those 
who preferred only to teach craft skills. Penfold (1988) adds that the latter 
found it difficult to articulate the educational worth of craft, while members of 
the technology lobby disparaged craft as being mere skills training. On the other 
hand, many craft teachers wished to change the emphasis of their subject in 
order to raise its status and give it academic respectability (Eggleston, 1996). 
Although craft skills continued to be taught during the 1970s, practical problem 
solving was gradually afforded greater educational importance (Down, 1986a). 
Despite the efforts of the those who advocated modernising the subject, most 
schools continued to refer to the subject as 'craft' (Penfold, 1988).
Nevertheless, the subject was gradually transformed into a single, new subject, 
which was called 'Craft, Design and Technology' (CDT). By the 1980s, this 
had become the official title (Eggleston, 1996).
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2.3.5.3 Promotion of Technology
In 1985, the United Kingdom government issued a White Paper called 
Education and Training of Young People, in which it claimed the economic 
performance of Britain was falling behind that of other industrialised countries, 
due, in part, to failings in secondary education. It stated that future economic 
success depended on ‘creating the highly skilled and innovative workforce 
required to meet the employment needs of the existing and new technologies’
(p.5). To address this, it proposed funding schemes intended to make 
compulsory schooling vocationally relevant, promote technological excellence 
and establish closer links between industry and schools.
The principal scheme was the Technical and Vocational Education Initiative 
(TVEI), the main purpose of which was ‘to prepare young people better for the 
world of work’. Many CDT teachers welcomed this, as it provided them with 
an additional source of funding and increased status for their subject. However, 
some expressed concern that by concentrating on innovative technology, 
teaching traditional craft skills would be overlooked (Eggleston, 1998). 
According to Regan (1990, p .6) TVEI was aimed principally at ‘low ability 
children’, who were failing at school.
Regan (1990) draws attention to how, at that time about three quarters of 
German sixteen year olds were continuing in education, while in Britain only 
one third did so. He claims that in response to this the British government 
copied the model of German technical schools and founded City Technology 
Colleges. These received additional funding and were intended to provide a 
good general education, but with an emphasis on technical education and the 
world of work.
2.3.6 Expressive craft
2.3.6.1 Spiritual and Aesthetic Education
According to Korzenik (1992), the expressive strand of craft education has been 
justified in America as being a vehicle for self-improvement, a measure of 
refinement and morally and spiritually uplifting. She adds that it is free of any 
association with manual labour. This also appears to be the case in England and 
Wales. It was initially intended only for young children. In 1854, Froebel had 
advocated craft education for kindergarten education, on the grounds that the 
mind is best trained by exercising the hand and eye (Sutton, 1967).
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During the early years of the twentieth century, the Sloyd system of craft 
education, emanating from Sweden, influenced some specialist art teachers to 
include craft in their lessons (Blanchford, 1961; McCormick, 1994). According 
to Thistlewood (1989), their approach to craft education was child-centred and 
encouraged expressiveness. However, it was not until the 1930s that this strand 
began to expand. At this time it came under the influence of psychological 
theories about children's need to express their emotions and a concurrent 
parallel that some scholars drew between children's and modern art (Sutton, 
1967; Gardner, 1990).
2.3.6.2 Self-expression and Good Taste
From 1946, it became official policy to teach craft in secondary art classes 
(Carline, 1968). At this time there was a rapid growth of the movement in art 
education which justified it on the grounds that it enabled self-expression by the 
child (Macdonald, 1970; Thistlewood, 1970). For example, in 1943, Education 
Through Art, a book by Herbert Read was published, which was widely 
interpreted as promoting creativity and self-expression (Abbs, 1996). This had a 
considerable influence on Art in English and Welsh schools and internationally 
(Taylor, 1992). According to this view of craft education, talent is an innate 
ability within the child, which a teacher releases. This should take precedence 
over craft skills (Robertson, 1963; Morris, 1987; Meeson, 1995; Abbs, 1996). 
The spread of these ideas coincided with the expansion of craft within Art to a 
majority of English and Welsh schools, during the 1940s and 1950s, most 
commonly in the form of ceramics, but also in the form of textiles (Sutton, 
1967).
W ooff (1976) explains that the rise of ceramics into secondary art departments 
during the 1940s and 1950s was due to it being a malleable medium, with which 
pupils could quickly achieve expressive results. According to Newland (1986, 
p .27), working with clay allowed pupils '...to  express the feeling of freedom 
and desire which was part of their creative and cultural awakening'. He explains 
that it also had a role in giving pupils in Art experience of working in three 
dimensions. Both Woof (1976) and Newland (1986) attribute its popularity at 
that time to the example and influence of the studio crafts movement and some 
of its key figures, in particular Bernard Leach.
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Taylor (1992) reports that during the 1960s and 1970s, ceramics and fabric 
printing were common crafts in secondary art departments and Newland (1986, 
p .28) tells how '...by  1960, kilns had been installed in nearly all secondary 
schools in England'.
Taylor (1992) and Schofield (1995) note that during the 1970s and 1980s, the 
design education movement influenced the expressive craft strand, with new 
subject elements introduced into Art, such as graphics and fashion and textiles. 
They opine that a popular conception of design equates it with desirable objects 
to own and making children more discriminating consumers. This rationale 
accorded with the values of a society of mass consumption (Guidot, 1994). 
Eggleston (1996) claims that the concept of design in school Art departments 
was usually very different from that in D&T. Overall the design movement had 
limited impact on the curriculum of this subject and secondary Art teachers and 
examination boards tended to concentrate on production of final outcomes and 
not the design process, when assessing work (Allison, 1986).
2.3.6.3 Pre-eminence of Picture Making
There is evidence that expressive craft in Art had a lower status than painting 
and drawing and that Collingwood's view of craft, mentioned in Chapter 1, has 
been influential in education. In a forward to a book by Robertson (1952) that 
strongly advocates craft, Herbert Read (1952, p.xiii) found it necessary to 
remind readers of an established hierarchy. He points out that although painting 
and pottery both require skill, only the former is akin to poetry and hence 
capable of conveying ideas 'and ideas have great importance for civilised 
communities'. This view appears to be have been widespread. Writing thirty- 
five years later, Morris (1997) still asserts that in education, painting and 
drawing are superior to craft, because they are better vehicles for expressing 
emotion.
2.3.7 Comparison of Strands
In 1938, the Spens Report, a government funded inquiry into secondary 
education, formally separated ‘aesthetic’, from ‘non-aesthetic’ crafts in schools. 
Both the workmen's and women's strands were categorised as non-aesthetic, 
while expressive craft was considered aesthetic. For example, needlework and 
carpentry were located in the former and fabric printing and carving in the latter 
(Ashwin, 1975). This view is reflected in most of the literature about craft
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education, which distinguishes between learning manual skills on the one hand 
as pre-vocational training and on the other hand to enable expression and 
creativity (McCormick, 1994). For example, Robertson (1952) alleged there 
were two kinds of needlework, namely decorative needlework in Art and plain 
needlework in Domestic Science.
Apple (1986) and Parker (1986) claim this dichotomy is class based. They 
explain that what I have identified as workmen's and women's craft was 
intended for working class children, while expressive craft was originally 
intended for the offspring of the middle-classes. The role of craft in the 
workmen's and women's strands was perceived as utilitarian and working class 
(Sutton, 1967), while in the expressive strand it was perceived as developing 
artistic talent and aesthetic sensibilities of the middle classes (Popkewitz, 1987).
Carline (1968) alleges that the utilitarian purpose of workmen's and women's 
craft is underscored by the need for accurate measuring, whereas in expressive 
craft, pupils are free of such practical considerations. For example, engaging in 
woodwork and needlework require accurate measurement whereas woodcarving 
and fabric printing do not, as this would be a hindrance to a child’s self- 
expression.
Carline (1968) points out that historically craft teachers in English and Welsh 
secondary schools tended to be referred to as 'instructors'. He notes that they 
were often not allowed to use the facilities of the teachers' common room and 
that such practices only died out in the 1960s. Although the status of all craft in 
schools was low, that of women's and workmen's craft was even lower than of 
expressive craft. One of the reasons for introducing design into Art and CDT 
during the 1970s and 1980s was to raise the status of the subjects (Eggleston, 
1976; Attar, 1990; Rutland, 1997).
2.4 EFFECTS OF THE NATIONAL CURRICULA
2.4.1 Craft Education
Conceptions of craft in English and Welsh schools in the 1990s were affected 
by the substantial reforms of the Education Reform Act of 1988 (Mason and 
Iwano, 1995). Separate national curricula were drafted and introduced for 
England and Wales. According to Mason and Iwano (1995, p .5) during the 
early 1990s ‘general education was reeling under the im pact...’ of this Act,
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which had ‘...effected fiindamental changes in almost all aspects of schooling...' 
and '...m eant that changes in provision for craft education were inevitable’.
Eggleston (1996) states that the Act introduced national curricula for England 
and Wales in 1989, because of a political will by government to control the 
work of teachers and a widespread view in English and Welsh society that 
pupils' educational experience was too variable and uncertain. Prior to its 
introduction, teachers had considerable autonomy over what they taught and 
why and had resisted government efforts to effect reform. However, since its 
introduction, their responsibility has been limited to interpreting and 
implementing its orders (Robinson, 1995) .
The national curricula specified certain subjects that have to be taught and laid 
down attainment targets, which list skills, knowledge and understanding pupils 
must attain, at completion of each of four Key Stages (KS). One of the subjects 
was Art and another was Technology, the name of which was subsequently 
amended to Design and Technology (D&T). In England Art was made 
compulsory until the end of KS3, usually at age fourteen and D&T until the end 
of KS4, at age sixteen. In Wales, both Art and D&T were made compulsory 
until the end of KS3.
Steers (1995) claims that the national curricula were drafted to meet the narrow, 
vocational needs of commerce and industry, rather than of children, or society 
as a whole. According to Mason and Iwano (1995), their introduction caused 
concern that the teaching of craft was being diminished. Burgess and Schofield 
(1998, p. 124) concur that one result of their introduction was a reduced role for 
craft in both subjects. They claim that '.. .neither Art nor Design and 
Technology are prepared to share fiercely protected curriculum time with craft; 
both are prepared to suggest that craft is subsumed within their practices but not 
let it have a voice'. However, it is important to note that both Art and D&T 
were made mandatory. This increases the likelihood that all pupils would have 
some experience of craft, albeit a superficial one.
2.4.2 Design & Technology
D&T was in large part an amalgamation of CDT with Home Economics, 
bringing together the women's and workmen's strands. However, it was 
presented as a brand new subject, combining elements of science, mathematics, 
as well as technology (Eggleston, 1996). Teachers of this new subject have
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struggled to understand what it actually is (Eggleston, 1994; Smithers and 
Robinson, 1994) and according to Kimbell (1995, p.ii), it is one they 'have had 
to make up as they went along'. The creation of this new subject involved more 
than a change in name. However, it is significant that the word 'craft' was no 
longer included in its name. This indicates that the government intended craft to 
have a reduced role (Burgess and Schofield, 1998). The government claimed 
D&T was included in the curriculum in order to prepare children for the world 
of work (Mason and Iwano, 1995) which, interestingly, is a repetition of the 
justification as made for introducing craft into boys' schools in the 1890s 
(Penfold, 1988).
When first introduced, the national curricula specified four attainment targets 
for D&T: Identifying Needs and Opportunities; Generating a Design; Planning 
and Making; Evaluating. According to Eggleston (1996), many teachers found 
the number of attainment targets to be too onerous. They complained about 
inadequate resources and it was reported by Her Majesty’s Inspectors that 
standards of practical work were falling. There was also criticism that pupils 
were only experiencing low technology and not producing completed artefacts. 
Another thrust of the criticism was that it was not meeting the perceived need to 
equip pupils with the skills required by English and Welsh industry at that time 
(McCormick, 1994). It was also commonly claimed that lessons were too 
theoretical and should be more skills based (Eggleston, 1996).
New, revised Orders for D&T were issued in 1992, which placed more 
emphasis on skilled making. This time there were only two attainment targets: 
Designing and Making (Eggleston, 1996). However, in 1995, the Dearing 
Committee was asked to made further recommendations for the subject and 
these were accepted. The orders were again revised in a way that allowed those 
teachers who wished to teach craft to do so (Brecon, 1998). In 1995,
Blackburne noted that 'The new Order....has been broadly welcomed...as a 
decent compromise.... Its flexibility will allow those teachers with a traditional 
craft approach to follow their inclinations, alongside others with a 21st century, 
high-tech view of school technology' (p. 14).
2.4.3 Art
In the case of Art, it was proposed there should be three attainment targets: 
Making; Investigating and Understanding. This recommendation was not 
accepted for the English NC and only two were included in the final published
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orders: Investigating and Making; Knowledge and Understanding of Art. In the 
case of Wales, three separate attainment targets were included, namely: 
Understanding and Evaluating Art; Making and Observation and Research and 
Developing Ideas. The Welsh document also stipulated that pupils should study 
local and Welsh craft, although Carter (1998) considers this has not happened.
Both the English and Welsh national curricula orders stated that Art should be 
interpreted to include art, craft and design. They did not define craft, although 
the Orders for England suggested it might take the form of pottery, textiles and 
jewellery. Significantly, they referred to ‘artistic heritage’ but not ‘craft 
heritage’ and ‘artistic traditions’, not ‘craft traditions’. The orders made no 
mention of quality in connection with craftsmanship, but did for expression. 
According to Robinson (1995), the consequence of the introduction of the 
national curricula has been more picture making in Art lessons. Hughes (1995) 
claims that, during the 1990s, craft has only been taught in Art lessons in those 
secondary schools willing to employ trained craftspeople to teach it.
2.4.4 Organisation of Learning
In 1990, it was intended that close links would be established between Art and 
D&T, for example that Art teachers would contribute to the aesthetic, or 
making aspects of the D&T curriculum (Steers, 1990; Hughes, 1995). In the 
event, this did not come about and instead the curricula of the two subjects 
became ever more separated. Hughes (1995) explains this was because the 
introduction of national curricula implied that each subject was only supposed to 
teach those values and forms of knowledge that define it as distinctive and form 
the basis for its place in the curriculum.
According to Iwano and Mason (1995), the language of the national curriculum 
for England manifests the different philosophies of the two subjects of Art and 
D&T. For example, in the revised statuary orders for the national curriculum
(1995) the knowledge objectives of D&T directly addressed the need to inform 
pupils about industrial processes and specify that their designing and making 
should meet social needs. On the other hand, the knowledge objectives of Art 
emphasised individuality, self-expression and making generated through 
personal need.
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2.5 RATIONALES AND CURRICULUM FRAMEWORKS
2.5.1 Justifications
This section pf the chapter analyses and synthesises ideas in the literature about 
how craft education can be justified. The Hadow Report of 1926 advocated 
teaching craft in secondary schools for the following reasons: (i) to form and 
develop character; (ii) to enhance the moral values and aesthetic abilities of 
pupils and hence, eventually of the community at large; (iii) to equip pupils for 
work and (iv) to introduce pupils to a future hobby (Ashwin, 1975). These 
justifications have recurred during the twentieth century and, together with 
others, are described below in more detail.
2.5.1.1 Character Training
Blanchford (1961) tells how learning craft was understood to develop the 
individual and form ‘good character’. He explains that it has been justified on 
the grounds that it enables pupils to become self-reliant, since they had to 
measure themselves against practical tasks and produce tangible results. A 
pamphlet issued by the Ministry of Education, in 1952 offers several reasons 
why it can be character forming. This states that:
Crafts are taught in schools to stimulate children's intellectual 
development, to give them confidence born of accomplishment, to 
encourage discernment and promote good taste. Through creative 
experience in a variety of media, a child can be led to distinguish and 
appreciate quality in craftsmanship, and to value and enjoy beauty even 
in a sombre environment. Discussing and planning, solving problems of 
construction, persevering in difficult operations and realising that the 
finished work will be judged worthy of commendation or criticism, all 
constitute rich character forming, (p .l)
Robertson (1952, 1961, 1963, 1974, 1989) is one of the few art educators to 
have written extensively about the benefits to secondary pupils of learning craft. 
She claims (1961) that craft is character forming because it teaches 
responsibility and perseverance. It involves children in being responsible for 
making an artefact from start to finish and develops habits of sustained work.
Another reason that learning craft is alleged to be character forming is because 
of the discipline necessary to understand the properties and limits of working 
with craft materials. It enables an awareness that freedom comes through 
discipline (Robertson, 1961; 1974; Jeffery, 1985; Best, 1992; Dissanayake,
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1992). Moreover, Robertson (1961) argues that although adolescents are 
notoriously resistant to discipline in general, they readily accept it in this form.
2.5.1.2 Pride and Self-worth
The Spens Report, mentioned previously, acknowledged the role of craft in 
engendering in pupils a sense of pride and satisfaction in making something well 
(Penfold 1988). This confirms a view, reported in part one of the review that 
craft offers fulfilment, through pride in a finished artefact. Robertson (1952, 
p .79) also exemplifies this when she writes: 'There is real satisfaction in making 
well, in making something that will last and in which each part is skilfully 
fashioned'.
2. 5.1.3 Understanding of Natural World
Together with Jeffery (1985), Robertson (1961, 1974) justifies teaching craft at 
secondary level on the grounds that it imparts in children the ability to 
discriminate and make discerning judgements and become more sensitive to, 
and knowledgeable about, their environment and the natural world. Robertson 
(1961) further notes that many children growing up in the twentieth century 
have no contact with nature and this is detrimental to their well-being. An 
effective antidote to this is to provide them with opportunities to handle natural 
materials. Together with Dissanayake (1992), Robertson asserts (1989) that it is 
natural to enjoy the sensuality of touching and manipulating materials and 
schools ought to provide opportunities for pupils to do this. Press and Cusworth
(1998) stress the importance of enabling pupils to interact with real materials in 
a society dominated by information technology, simulation and virtual reality.
2.5.1.4 Developing ‘Good’ Taste
Sparke (1986) and Guidot (1994) note that during the second half of the 
twentieth century, there has been a divergence between a concept of ‘good 
design’ promoted by design experts and the popular taste of the majority of 
consumers. In the light of this, craft education has been justified because it is 
supposed to develop aesthetic awareness and consequently enable pupils to 
become discriminating consumers (Read, 1952; Robinson, 1961; Carline, 1968; 
Down, 1986a; Isaac, 1986). Carline (1968) explains that this mitigates the 
effects of mass production, which, he believes, has had a devastating effect on 
public taste. According to this view, which is strongly influenced by the Arts
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and Crafts movement, the more people are divorced from craft production, the 
more aesthetic considerations become divorced from every day life.
2.5.1.5 Uniqueness
Robertson (1989) proposes that upon arrival at secondary school, children are 
faced with a curriculum that is dominated by subjects directed at teaching 
instrumental knowledge. This ignore the senses and the need to develop and 
educate 'the whole individual'. She considers that this is why secondary school 
has very little meaning for a large number of pupils. Together with Gardner 
(1990), she believes craft education is beneficial precisely because it gives 
secondary pupils a different experience from most other lessons and enables 
them to learn another kind of knowledge.
2.5.1.6 Enjoyment
Blanchford (1961) claims that in 1910 it was officially acknowledged that craft 
for boys should be taught because this part of the curriculum was particularly 
popular with pupils. Robertson (1961) and Dissanayake (1999) also contend that 
engaging in craft is popular. In their view this is because it is a universal 
instinct that everyone shares. Robertson asserts that what makes it unique in the 
secondary school curriculum is that they can all succeed at it. In 1989, 
Robertson returned to this theme and pointed out that craft is unique in the way 
that it appeals to pupils of all levels of academic ability.
2.5.1.7 Spiritual Education
Robertson (1989) also expresses the view that engaging in craft teaches children 
that people have spiritual needs that needs nourishing. Although she fails to 
elaborate how this may come about, the first part of the review reported on a 
theory of engaging in craft that suggests it can be a spiritual quest. Heelas 
(1992) offers a partial explanation, when he draws attention to an 'expressive 
revolution' in British society since the late nineteen seventies. He claims that 
this need many people have to ‘express themselves’ is motivated by a desire to 
discover and experience themselves as spiritual beings.
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2.5.1.8 Transmission of Heritage
Scholars claim that by learning craft pupils are able to relate to their histories 
and to inform themselves about their own culture and heritage (Blanchford, 
1961; Robertson, 1961, 1989; Katter, 1995). Robertson proposes (1974) that 
when this happens, adults and children are linked in a unique way.
2.5.1.9 Self-expression
As mentioned previously, the principal reason for the spread of craft in Art has 
been the view that it provides opportunities for creativity and acts of self- 
expression. Although Abbs (1996) claims that from 1980 onwards this paradigm 
of arts education has been collapsing, these justifications have continued to be 
made. Taylor (1986) advocates craft education as a means of enabling personal 
expression, while Allison (1998, p .20) proposes that secondary schools should 
teach craft in order to 'provide opportunities for pupils to develop and exercise 
creative imagination... ’.
2.5.1.10 Leisure Time Pursuits
Robertson (1961) repeats the claim of the Hadow Report of 1926, that learning 
craft at school is important because it introduces pupils to a possible future 
hobby. She contends that by pursuing craft as a hobby pupils will live richer 
and more fulfilling lives, both as adolescents and as adults. She suggests that 
this applies equally if the hobby is DIY and claims that the popularity of DIY is 
largely attributable to people reacting against a technological environment. The 
popularity during the twentieth century of DIY and craft as a hobby for adults 
was reported in the first part of this review.
2.5.1.11 Vocational Preparation
Robertson (1952, p .81) declines to put forward a vocational justification for 
craft and states 'I take it as axiomatic that we are not in schools concerned 
directly with vocational training at all'. This is also the view of Allison (1990), 
another expert who comes from an Art Education background. However 
exponents of D&T differ in insisting craft education is vocational, or pre- 
vocational (Eggleston, 1996). Speaking in 1999, the chief inspector of schools, 
Christopher Woodhead, reiterated a vocational justification of the previous 
century when he claimed craft should be taught at secondary level to low
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achievers in academic subjects, specifically as a form of vocational training for 
manual jobs (Passmore, 1999).
Those who insist that craft is vocationally relevant for most, or all pupils base 
this claim on the premise that it teaches transferable skills and knowledge. For 
example, according to Press and Cusworth (1998), through craft activities at 
school pupils can learn to acquire the habit of learning, become flexible, make 
informed decisions, solve problems and be creative. Whereas the authors 
acknowledge that all of these can be learned in other lessons, they claim that 
craft is the most appropriate vehicle for these kinds of learning. However, 
according to Down (1986b), creativity cannot be taught and problem solving 
skills are specific to a given problem. Moreover, there is no evidence they can 
transfer to another context (Down, 1986b; Eisner, 1998).
2.5.1.12 Practical Problem Solving
Both proponents of design and of technology education have justified craft as 
providing pupils with opportunities to solve problems, however they differ in 
their emphasis. For the former it presents pupils with the opportunity to solve 
practical problems and realise design ideas in concrete form (Roberts, 1982; 
Penfold, 1988). Moreover, what they learn from hands-on making helps them to 
produce designs in sympathy with the properties of the materials (Eggleston, 
1976, 1996; Isaac, 1986).
Isaac (1986) proposes that craft education enables pupils to turn abstract 
knowledge into concrete form, which is easier for them to understand. This 
knowledge is a mix of elements of other subjects such as Science and Maths, 
which is applied to solve concrete problems, in the same way that an engineer 
does. For those who justify craft from this point of view, the educational 
outcome is what is learned through the process of making rather than a craft 
artefact (Smithers and Robinson, 1984; Kimbell et al, 1996).
2.5.1.13 Recent Cultural Justifications
Baynes (1998, p .3) claims to have new justifications for teaching craft ‘in the 
next century’. However, many of his views are not new and he equates craft 
with 'the use of natural materials'. An example of one of his new roles for craft 
is that of enabling pupils to become discerning consumers, a view already 
reported in this chapter. He also repeats the argument about the value of craft as
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a future hobby. This is a pastime he predicts will continue to grow. In addition, 
he claims that practising craft is sympathetic to the environment. In the review 
of literature about craft in society I reported a close proximity between certain 
conceptions of craft and the Green movement. However, in my view it is 
difficult to equate environmental concerns of sustainability with, for example, 
hobby potters using clay which has had to be dug out of the ground, transported 
and fired in a kiln at approximately twelve hundred degrees and consequently 
producing 'greenhouse gas' emissions (Attfield, 1999). On the other hand, his 
proposition that hobby craft makes a significant and growing contribution to the 
postmodern economy is important.
Baynes also claims that craft education should be situated within its social, 
cultural and environmental context. If he means by this that craft education 
should include finding out about related, cultural issues and neglected traditions 
of visual culture, then these could form part of a new justification for craft in 
secondary education.
2.5.2 Models of Teaching and Learning
2.5.2.1 Demonstrating and Practising
Part one of the review of literature reported that it is commonly accepted by 
experts that craft knowledge is tacit, expressed through making, achieved 
through experience and passed on through demonstration by a practitioner. 
Furthermore, it cannot be written down, or expressed in words. McCullough
(1996) argues that:
In the case of craft...understanding is implicit, it is learned though 
experience...moreover the understanding is in terms of workability and 
practices, rather than according to any theoretical constitution. Thus 
people worked metals for centuries without any notion of lattices and 
free electrons. Acute knowledge of a medium’s structure comes not by 
theory but through involvement, (p. 196)
2.5.2.2  Apprenticeship
As reported above, many experts express the view that the ideal mode for 
teaching and learning craft is the apprentice model (Polanyi, 1967; Gardner, 
1990; Percy and Triggs, 1990; Dormer 1994). Robertson (1952, p .85) asserts 
that '...the only way to teach a craft is by practising it in front of children'. She 
acknowledges the difficulty of doing this in school classrooms but claims mixed
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age classes would enable pupils to learn from each other, as apprentices often 
do.
2.5.3 Pupils’ Preferences and Motivation
2.5.3.1 Tastes
Since this research overall sought out pupils’ views of the concept of craft in 
secondary schools, this section of the chapter reviews the literature about 
factors that influence their motivation to engage in craft. According to research 
carried out for the Crafts Council (Bell, 1996), the factor most affecting post­
secondary students' desire to engage in craft was making the learning personal, 
so that students could explore personal interests, values and experiences. This 
finding concurs with the opinion of Robertson (1961) about secondary pupils. 
She recommends that they should make things they want to use themselves. She 
claims that they quickly realise the importance of good workmanship, when 
using artefacts they have made themselves.
Writing about Art education in Germany, Kracht (1997) and Maset (1997) both 
emphasise the growing gap between pupils' youth culture and the culture of 
school. They claim that to engage pupils' interest, it is essential that they are 
allowed to make artefacts that relate to their aesthetic preferences, which are 
formed by youth culture. Since youth culture is international (McRobbie, 1994), 
it is probable that the same applies in England and Wales.
2.5.3.2 Concrete Learning Outcomes
Robertson (1961, 1963) considers that the activity of engaging in craft activity 
is both important and motivating. However she also emphasises that pupils are 
especially stimulated by persevering to produce a finished artefact. This gives 
pupils a unique sense of accomplishment. She notes that this is different from 
feeling of achievement in other lessons. Moreover, she cautions that this feeling 
of accomplishment does not apply to activities such as sculpting out of card, or 
paper, or decorating boxes, which she calls pseudo-crafts, because they do not 
require high levels of manual skill.
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2.5.3.3 Depth Approach
Robertson (1961, p89) also claims that adolescents are not motivated if they 
learn several crafts superficially; they need to learn one in depth. She writes:
'All the really successful craft teachers I know have come to the same 
conclusion - which is borne out of my own experience as a craftsman - 
that...much more is to be gained from working out of one material, rather than 
taking up a new craft each year, far less each term '. Jeffrey (1985) holds the 
same view when he claims that providing pupils with 'tasters' of many crafts is 
useless, because as a result they do not develop craft skills.
One problem with this argument, however, is that different pupils have affinities 
for different materials and need to be given opportunities to discover which they 
are best suited to (Robertson, 1952; Metcalf, 1997). As Robertson (1952) 
describes it:
For some, the intermittent tapping and hammering of beaten metal will 
accord with their bodily rhythms, for some the continuous side to side 
rhythm of weaving. Then again, some children dislike the tactile 
sensation of clay, some of plastercine, to some fingering wool gives the 
utmost pleasure, to others wet wool is abhorrent, (p. 16)
2.5.3.4 Enjoyment
Robertson (1952) makes the point that pupils particularly enjoy craft and 
therefore it is axiomatic that they are motivated to engage in it. Its popularity 
amongst the general public was noted in the Chapter 1. This is reflected in 
pupils' responses to it at school (Blanchford, 1961; Down, 1983) and is 
confirmed by research carried out by Ross and Kamba (1997). In 1971 the latter 
found that it was the favourite activity of secondary pupils and this was also the 
case in a second survey carried out in 1996.
2.6 KEY FINDINGS
A finding from this part of the review is that women's craft, workmen's craft 
and expressive craft exist in English and Welsh secondary schools, however at 
the time of writing I was unable to find evidence in the literature of traditional 
craft having been practised.
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Although each strand is distinctive, the rationales for women's and workmen's 
craft have much in common and they both entered schools for utilitarian and 
vocational reasons.
In English and Welsh secondary schools the status of all three strands has been 
very low. This is because practical skills and tacit knowledge have been valued 
much less than academic achievement and instrumental knowledge. However, 
teachers of expressive craft have enjoyed a somewhat higher status than those of 
workmen's craft, because the former was associated with a higher social class.
A finding of the first part of the review is that the relationship between craft and 
industry is ambiguous. In the case of craft in secondary education, it has often 
been justified as a form of pre-vocational industrial training. Since the 1960s, 
however, it has been considered to have less direct relevance to the world of 
work, in part because of the decline of industrial apprenticeships and changing 
practices in industry. This contributed to a reduction of craft in the workmen's 
strand and a concomitant rise of design and technology. Since this time craft has 
generally been justified in this strand in relation to design and technology, 
rather than in its own right.
Since 1944, most of the justifications for craft in secondary education have been 
psychological and humanistic, rather than vocational. Learning craft is alleged 
to give individual pupils supposed psychological benefits, such as pride and 
self-confidence, freedom, spiritual enrichment, enhanced aesthetic abilities and 
sensitivity to nature. However, it is claimed that the national curricula were 
introduced primarily to meet the needs of commerce and industry (Hughes,
1995; Steers, 1995). Since the benefits mentioned above do not appear to relate 
directly to the world of work, the purpose of craft in education seems to be 
uncertain.
It has been suggested that craft education has declined since the introduction of 
the national curricula. However, the literature review suggest that whereas it 
has meant less time is being spent on craft by individual pupils, overall more of 
them have some experience of it. In view of the reductions in time for craft, it 
is probably significant that craft experts stress the importance of sustained 
work, rather than a superficial experience. Different pupils are stimulated by 
working with different materials and what really holds their interest is working 
in depth with a medium with which they feel an affinity (Robertson, 1952,
1961; Roberts, 1982; Jeffrey, 1985; Dormer, 1994).
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Craft is learned best by doing and observing others and is a tacit form of 
knowledge that cannot be written down. The apprentice system is an effective 
way of achieving this. Craft was taught through an apprentice system for 
hundreds of years, before it became a part of formal schooling. No matter 
which media are used, overall craft is extremely popular with pupils.
Pupils are more likely to want to engage in craft if they make artefacts that 
relate to their own lives and culture. It is also claimed that their motivation is 
increased by a sense of achievement, which is qualitatively different from pride 
in other school work.
2.7 OPERATIONAL DEFINITION OF CRAFT
The tentative definition of craft arrived at in the last chapter was that it is a 
material technique, which requires tacit skill, ‘some degree o f hand making and 
an uncompromising pursuit o f  quality’ (Ellul, 1964; Levien, 1998, p. 89). 
Robertson (1952, p56) claims that there is more than one concept of craft in 
schools. However, her definition appears to have been influenced by her Art 
background and she is firm in her belief that craft cannot include another's 
design, nor 'dexterity practised for its own sake, rather than in the service of a 
creative whole'. Moreover, she claims that '...unless it includes a creative 
element, it cannot be craft. Instead, it is mere handwork'. Her view is that 
much needlework in Domestic Science and woodwork does not meet her criteria 
and is 'merely handwork'.
Whereas her view pre-dates this research by forty-five years, it provide insights 
into how craft has been conceptualised in Art. She claims painting is not craft, 
but an art, because it is in the same category as poetry, or music. In particular, 
she states (1952, p .56) that '...in  school use...art is drawing and painting and 
craft is work with other materials'. This distinction follows the view of Read 
(1952). It also supports the decision made at the outset of my research to 
exclude painting and drawing, although I acknowledged there is an argument for 
considering them to be craft.
I consider that the emphasis on creativity identified in this review is a corollary 
of the expressive craft strand. It could be that the importance attached to design 
in D&T has also brought about an emphasis on creativity in the workmen's and 
women's strands. However, I do not presume this to be the case and do not
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want to support a definition that is biased towards one strand and therefore I 
shall continue to exclude creativity from my definition.
Craft education experts consider that the practice of craft necessitates the use of 
tacit skills, handling materials and perseverance. None of these are unique to a 
particular strand of craft in schools. Therefore I shall continue with the 
previously stated tentative definition of craft.
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CHAPTER 4
PUPILS' VIEWS OF CRAFT AT SCHOOL
4.1 INTRODUCTION
This chapter describes data arising from the field research, conducted between 
June 1996 and April 1997. Twenty secondary schools in England and Wales 
were visited for three days each. The main aim of this chapter is to present 
pupils' views about craft in schools as established from the interview data. The 
views of teachers, as determined by data from shorter interviews are also 
reported. In presenting this data, I sought to show (i) how pupils value craft in 
schools; (ii) factors that influence their interest in engaging in craft at school 
(iii) their views about how it is taught and learned and (iv) differences and 
similarities between the way it is conceived and learned in the two subjects Art 
and D&T.
The content of this chapter is derived from the interview schedules, the design 
of which is discussed in Chapter 3. Much of this chapter reports on pupils’ 
responses to questions about making at school. Some initial findings are 
included in summaries. In order to establish these, data from the pupil 
interviews were cross-checked against data collected from classroom 
observation and the checklists.
Although this research enquired into 'craft', the pupil interview schedule asked 
about 'making'. This was not the case with the teacher interview schedule 
however, which used the word 'craft'. The word 'making' was used instead of 
‘craft’ in the pupil interviews at the insistence of the Crafts Council, who 
funded the field research. Whilst acknowledging that ‘making’ is not analogous 
with ‘craft’, it is important to note that during interviews, it was explained to
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pupils that it meant 'making in clay, metal, plastic, wood, textiles and other 
craft materials such as paper and card, but did not encompass food, painting, 
drawing, photography or printmaking on paper'. In reporting the pupil 
interview data in this chapter, I have used the word 'making' rather than 'craft'. 
This was for the sake of consistency and in order to faithftilly report pupils' 
responses.
The teacher’s views about craft in schools are reported at the end of the chapter. 
These data were mainly collected for the purpose of triangulation. In responding 
to the three interview questions, teachers tended to talk at length. In the 
summaries, the extent to which teachers’ responses confirm those of pupils is 
commented on.
4.2 ACTIVITIES AND OUTCOMES
4.2.1 Location of Making in the Curriculum
Pupils were asked to name those subjects in which they had opportunities to 
make things at school, in order to find out if they were making activities in 
subjects other than Art and D&T. As expected, the most frequently named 
subject was Design and Technology (D&T) which the majority of pupils called 
'Technology', although they also referred to it as DT' or 'D&T' or CDT'. 
Others named subject elements of D&T, such as Food Technology/Cooking, 
Woodwork, Home Economics, Graphics, Metalwork, Design and Realisation, 
Design and Communication and Resistant Materials, Systems Control, 
Electronics, Rural Studies and Product Design. However, it was surprising that 
most pupils usually only named Art after prompting. Pottery or ceramics 
(subject elements of Art) were sometimes named. Few other subjects were ever 
named. Pupils sometimes said they made things in Science and English, while 
Maths and History, Geography and French were named by a few pupils.
4.2 Types of Artefact
Teachers were asked to arrange for pupils attending the interview to bring along 
an artefact they had made at school, which they felt proud of. As far as I could 
ascertain from informal comments, teachers often helped them to choose these 
artefacts. A wide variety of artefacts was brought. These have been grouped 
into eleven categories, for the purpose of description and analysis.
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The following artefacts were commonplace: children's toys, puzzles or games, 
made in D&T; textiles; clay sculptures (most of these were from one school); 
utilitarian objects made in D&T, such as a CD rack. There were a few examples 
of: a clay pot; a sculpture; an electrical device; a wooden box; an item of 
furniture; a picture frame; a clock. Not all pupils brought an artefact to the 
interview.
4.3 VIEWS ABOUT LEARNING AND MAKING
4.3.1 Influences on Learning
Pupils were asked what they found easy and difficult about making artefacts at 
school. They referred to (i) teaching and learning strategies; (ii) learning new 
skills and (iii) time. Their responses are discussed below.
4.3.1.1 Teaching and Learning Strategies
Most pupils spoke about teaching and learning strategies and were emphatic that 
learning to make things was easier when they were given demonstrations and 
difficult when they were not. They found it extremely difficult to learn practical 
skills through written, or oral instructions:
I find it easy, like being shown what to do. Like, in a big group and the teachers listen  
to you and tells you instructions. W ell, that's fine, I can do that. But if  they just write it 
on the board, or give you a sheet, well, it's not always clear what is written and you  
have to go ask, anyway. (C L ll)
Easy, it would be the way the teacher tells us how to do it, what to make, the things to 
use. Hard, um, some lessons the teachers don't explain it much and it makes it hard for 
us to know what to use and how to do it. (YF2)
...w hen  you watch your teachers, when they do it, you look at how they're doing it, but 
when they just say it and don't demonstrate, you just forget it all. (BUS)
...som etim es, when they just explain it, you don't really understand what they mean 
and if  they demonstrate it to you, you can sort of, like see how to do it practically, like, 
'cos [pause] and sometimes you just have, like problems like, you know, like little 
problems that you didn't understand, which they just explained to you and so, like, if  
they just demonstrated it to you, you could, like copy, their, like, what they did. (BU2)
...som e teacher don't show you. They just give you a list on the board and you're 
expected to copy it. But, like, some teachers, like Mr. Warlock in pottery, w ill actually 
show you, like real step by step to do it. When you've done that it's really easy. (RF3)
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4.3.1.2 Learning New Skills
A common view was that performing familiar skills and techniques is easy and 
learning new ones is difficult:
Um, I find it difficult um, actually grasping the methods, but I find it easy when I'm  
certain how to do something. (FF 12)
W ell, what I already know is easy, because I already know it, but if  I don't know, it's 
difficult, but, after I can do it, like, I can do it without any help. (BGIO)
4.3.1.3 Time
Time pressure was another constant theme in pupils’ responses about what they 
found easy and difficult about making at school. They repeatedly replied that 
working within a limited time span and getting work done in time was difficult:
Um, w ell, the difficult bit is, we ain't got a lot o f time in the lesson to do it, so you  
rush it, to try and get as much done as you can. (RF5)
There's not always enough time to do things I find. So if  you haven't got anything at 
home, or you haven't got a saw or equipment at home it can he difficult, as you have to 
come in at lunchtimes and things. Time is probably the biggest problem [witifi making] 
at school. (MK9)
W ell time really, because you're taking care and taking it slowly and then time runs out 
quick. (DA8)
As it is, you start making something and you have to finish it too soon. It disrupts your 
chain o f  thought. (TD14)
A common complaint was that Art or D&T lessons were too short:
Um, I think that like the lesson I'm in now is only a single lesson, which is only about 
fifty minutes long, 1 don't really think that's long enough. I think that all Technology  
lessons should be doubled, like that's about a hundred minutes. (HA3)
Som e...lessons I think should be longer, like Art lessons. You get to a certain stage, 
where you can't finish it really and die bell goes. You've got to go to the next lessons: 
it should be longer in that respect. (CLIO)
I don't have enough times in the lessons but I do spend a lot o f m y lunch times doing 
my work and today I'm going to come down to textiles and finish o ff som e o f  my 
sewing, because I do put a lot o f extra time into my work because I find there's not 
enough. (MK7)
One reason pupils gave for wanting Art or D&T lessons to be longer was the 
extra time needed to set out and pack up materials and equipment:
By the time you've got all your stuff out, there's like ten minutes either way gone. If 
you've only got an hour, then you're not actually left with that much time. (TD15)
...because w e haven't really got long enough to do clay work, so once w e got it out, w e 
just have to put it away again. (RFIO)
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Because they are creative lessons, I think that an hour is too short, but because if  you're 
doing somediing, like you're cutting some metal and time runs out, it is really hard to 
keep on going and then go to your break, especially if  you have to go to anotiier lesson  
straight afterwards. So we usually, at the very beginning o f  the brief, w e just get a 
recap on what happened last week and bit before and we get shown a new technique, or 
something. We get told to do something, so we lose fifteen, twenty minutes actually 
going to get there, line up, get in, get sorted out, get the brief, there's forty minutes left 
and tiien w e have to get our stuff out and then work away. W e get about half an hour 
work and then we have to start packing up again and it's ended. Before when w e had an 
hour and ten minutes, it was a bit better but now it's just hectic beyond belief. (DN6)
They argued that this extra time was needed specifically for making and not for 
other parts of the design and make process, especially evaluating:
When you're writing things, it seems a long time, but when you're making things it 
doesn't seem long at all! (CC3)
Too short when you're doing practical lessons, but when you're writing it's too long. 
(NA2)
When you're planning, it's just right, but when you're making, you're just getting 
going and the bell goes! (LN7)
4.3.1.4 Tools, Materials and Techniques
Their responses to this question often referred to tools materials and techniques. 
For example, in woodwork using a sewing machine and drawing were named as 
easy. Other materials and techniques occasionally described as easy were: (i) 
plastics; (ii) daywork; (iii) textile printing; (iv) measuring and cutting; (v) using 
a Sander and (vi) using drills.
However, other pupils named many of the same things as difficult. 'Using big 
machines' (C C ll) was generally identified as difficult by both boys and girls, 
some of whom said they preferred to make things by hand:
I find it hard learning how to use pieces o f  machinery, like the metal lathes and 
different lathes. (IV12)
W ell the difficult thing is you have to use the saws, the machines, that makes it 
harder...I nearly chopped off my fingers in Technology, when you get this machine and 
your fingers are supposed to be three centimetres away and I pressed stop and thought it 
had stopped but it hadn't, so I nearly chopped my fingers off. (NA8)
I would prefer to do things by hand, instead o f using all these peculiar machines.
(CLIO)
Significant numbers of pupils identified drawing as difficult and metalwork as 
hard. Other tools, materials and techniques identified as difficult were: (i) 
woodwork and soldering; (ii) clay work; (iii) sewing and using the sewing 
machine and (iv) electronics.
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4.3.1.5 Design and M ake Process
Elements of the design and make process that were easy for some were difficult 
for others. Those who found designing hard, attributed this to difficulty they 
experienced drawing or visualising ideas. Those who found designing easy 
tended to find drawing easy also, but report that making was difficult:
Easiest thing is doing the designing, the hardest thing is actually using the machines to 
make them. Or using the clay, things like that, because, as you're designing them, 
you're thinking: oh, this'll be easy. I'll finish this in a couple o f days. But then you start 
doing it, you actually realise it's hard work. (FF l)
Um, I find it easy to think up ideas, put them on paper, make it presentable, but I find it 
hard to do the making. I'm not very good at making things, 1 take too long at making 
things. (BG9)
Opinions were more or less evenly divided about whether researching, 
evaluating or making were difficult or easy. However, whether they found 
making easy or difficult, it was what they liked doing best:
I find the actual making easy. I'd rather go straight into making it, but I find it quite 
difficult to listen to the teacher, you know, explaining what to do. I mean, I would  
rather go straight in and have a go m yself, but if  the teacher is there then you've got to, 
like, experiment and things like that. I'd rather go straight in and do it. (CL8)
4.3.1.6 Class Size
Pupils mentioned that the size of the class had an impact on the effectiveness of 
the teacher:
It's difficult, because there's quite a few people in the class and sometimes it's hard for 
the teacher to spend all their time with you, or something and so the process can be 
quite slow. But it's easier, because the teachers are there in the end, if  you need them, 
so it might be a slow process, but you get something out o f  it in the end. (B U I)
4.3.1.7 Discipline
Pupils reported that it was difficult to work when it was noisy and mentioned 
being distracted by other pupils talking, moving about or misbehaving:
Um, I find it difficult is um, other people being stupid and things, but that can't be 
helped: there's always one, isn't there? [Laughs] (HBIO)
People who don't want to work, that makes it hard. Teachers spend most o f  their time 
with them and you want to get on. (RK2)
W ell, when you're making at school, you can get distracted by your mates talking to 
you. (R F ll)
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4.3.1.8 Miscellaneous Responses
Another difficulty was lack of motivation: 'working when I'm  not interested in 
it' (W K ll). Other things described as difficult included: 'starting again, when 
I've gone wrong' (YF8); 'deciding which tools to use' (DN9); 'taking my time' 
(BUS); 'learning new words and terms' (WK2); 'having to share tools and 
equipment' (CC7). Pupils occasionally responded that nothing about making at 
school was difficult.
4.3.1.9 Summary
Overall these responses show that pupils feel confident about tasks they are 
familiar with, whereas learning new ones is difficult. Responses to another 
question [2.10] show that pupils enjoy making with materials with which they 
have acquired a degree of competence. Together these responses suggest that 
making is more rewarding when it is set at a level that matches an individual 
pupils’ level of skill.
It was clear from their responses that they also recognised that teachers are an 
important factor in determining whether or not they are successful at making 
and rely on them to give clear instructions that are easy follow. They were also 
adamant that they learn practical skills best by demonstrations of making 
processes. Parts of the design and make process were viewed as more 
significant than others and this was a source of concern to the large number of 
pupils who found drawing or writing difficult, or tedious.
Pupils were emphatic that they did not have enough time to engage in making 
and that Art and D&T lessons should be longer. They complained about having 
to stop when they were engrossed in their work and argued that making needs to 
be allotted more time in school because of its distinctive nature.
4.3.2 Design and Make Process
Pupils were asked which parts of lessons that include making they liked best and 
least. It was explained that this includes researching, designing, evaluating and 
making: the design and make process. The common response was to express a 
preference for actual making and a dislike of evaluation. (In D&T it is a NC 
requirement for pupils to produce a written evaluation of their work.)
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Although some pupils liked designing best, for others it was the least favourite 
part. They disliked researching and liked evaluating the least. On occasion they 
said they liked all parts and disliked none. Year 7 pupils commonly had 
difficulty answering this question, because making was the only part they had 
ever done at school.
4.3.2.1 Making
Pupils who preferred making tended to mention enjoyment and fun:
Making it is just fun, you're using all the stuff for making it. Like it's fun to build 
something and make it yourself. (BG3)
Actually making it, I love that because I find it's something I really enjoy doing. (BU6)
Um, I like the actual making, the practical work best because you can get on. I enjoy 
doing it, I don't really like all the copying out, the evaluations, you just have to do it 
really. (H B l)
I like making because, I don't know, it's easier, well, not easier, but fun. (BG6)
They contrasted their pleasure at making with other, less enjoyable parts of the 
design and make process:
Um, the early bits, where you design and all and, I don't like that as much, 'cos it's 
[pause] you can't get as involved, it's not as interesting, and often afterwards, when w e  
make diem, w e have to do art work for supporting them, that's not as interesting 
neither, but the making bit is definitely the most interesting...cos it's [pause] um  
interesting to see what you can do widi your hands [pause] see the goal you can actually 
do it [pause] it's fun making it. (RF6)
I mean, I just like making, I don't like background knowledge and all that, I mean 
background knowledge is good and you've got to have that, but I just like making. 
(BG4)
It's just more enjoyable, the actual making part...it just doesn't interest m e doing the 
designing and such, I like to do the cutting and see it all taking shape. (IV 1)
In particular, they stressed they liked working with their hands:
I like working with my hands and using my hands to actually construct something.
(FF2)
I just like using my hands, really, to see what I can make. (YF6)
I like doing the making best, because it involves using my hands, not just my brain. 
(RK8)
They explained that they felt pride because they used their hands when making:
Um, if  you, if  you made something out o f  hand [sic] then you've made something to be 
proud of, yeah. (YF2)
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I think I just like to do things with my hands. To make something that actually looks 
good when it's finished. Like, you can say: well I made that and I'm  proud o f  it. 
(MKIO)
They interpreted engaging in physical activities as a form of freedom, which 
they contrasted with the physical constraints they experienced in other lessons:
[The making] requires less concentration and you're free to walk around the classroom. 
(HB4)
I think I like the making, because I wasn't stuck behind a desk, I was allowed to walk 
around the room, using different tools. (B G ll)
I like the making best, because, um, you don't just sit there writing, you're doing 
things. (BGIO)
I like the hands-on bit best... I like doing something, instead o f just sitting. (YF4)
Making was also favoured because it was associated closely with pride in a 
finished product:
I think the practical is the most important, because after you've finished, that's all 
you're going to have to show for it. (BGIO)
4.3.2.2 Designing
Pupils who said they liked designing best were those who, in reply to other 
questions, had stated that they preferred Art to D&T. This could be because 
pupils who like Art are good at and enjoy drawing. (From responses to other 
questions, it is clear that drawing is a large component of Art lessons.)
However, these pupils did not cite being good at drawing as a reason for liking 
designing; instead they mentioned attributes popularly associated with Art, as 
opposed to D&T, which are self-expression and creativity:
I like designing and making best, because you can use your own ideas and express 
yourself in a way that you'd like to. (FF 12)
I prefer the designing stage, because I think it's just the most creative. (TD14)
Those who disliked designing repeatedly identified it with weaknesses in their 
drawing ability:
...the actual drawing o f the design because: one. I'm  not too good at drawing and two. 
I'm too eager to make it, I want to see what it's going to turn out like. (MG8)
Um, I don't like, um, doing the um designing because I have a lot o f  difficulty drawing 
my design as I see it. (HB4)
I don't like designing it, because I can't think o f  things to design and that and when I 
think o f  it, I can't draw it down as good as I'd like it to be. (BG6)
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Some who disliked designing claimed not to understand why it was necessary to 
do it.
I don't like the designing because we always have to do ten others and I don't see the 
point, because you know what you're going to do, I don't see the point o f  doing loads 
o f  other ones. (YF8)
4.3.2.3 Evaluating
Poor ability at writing was the most common reason for disliking evaluation:
Because I don't really like the paperwork and all that....I'm  not a person who likes 
writing really. (KY2)
I like the practicals, when you're making stuff because you're actually doing something 
and it's fun. I don't like the evaluations because you're writing and I hate writing. 
(HA8)
These pupils seemed to feel that it was inappropriate to have to write in a 
practical subject (a point of view D&T teachers also expressed, during informal 
conversations):
Um, I don't really like evaluating things, because in the Technology classes. I'm  
usually making things and I don't really like to have to, w ell, write down about it, 
always give an account o f it in some way. (W K l)
The evaluation, because that's like, boring, writing it all down, what you're doing. 
(WK2)
Um, I hate, I know I don't like doing the evaluation, because it's too long. To get a 
good mark you have to spend ages. (B G ll)
Pupils found it tedious to be obliged to write about something when they had 
finished making it. They also disliked finding fault with what they had made:
Evaluating I don't lik e ....'co s  you've really got to look at your work hard and find all 
different tilings wrong with it...I  just find that a bit boring and, once it's done, it's 
done, you can't go back on it. (FF4)
Normally I like what I've done and then you have to write about what you'd improve, 
you have to make something up afterwards. (HB5)
I don't really like the evaluation, because, um, because there's usually something 
wrong with it and you have to admit it. (RK8)
You have to explain every time everything and it gets boring, because you know what 
you're doing and it just gets boring. (YF7)
Like with the writing and all the safety rules and everything you have to do, you're 
writing a lot and so everybody in the class gets bored and then w e get bored and then 
we get noisy and then we have to be quiet for a while, so that's my least favourite, 
doing the writing. (HA 12)
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I like the evaluation least because you have to think o f everything you've done, every 
single topic and it takes ages. (LN4)
4.3.2.4 Educational Value
Some of the pupils who disliked evaluation the most recognised this was the 
most important part of the design and make process:
Um, I think evaluation is the most important, because you have to think about what 
you've done. (MG2)
Um, I think evaluating, because you, you can decide if  everything is all right, or not, 
how you can change, or improve. (BG8)
However, overall the majority considered that making was the most important:
Actually making it, because, even if  you have all the research and things like that, 
making is the most important hit, because that's the product you have at the end. (YF4)
Um, I think the practical is the most important, because after you've finished that's all 
you're going to have to show for it. (BGIO)
A significant number considered that designing was the most important part of 
the design and make process. Both those who preferred making in Art and in 
D&T gave this kind of answer:
The designs, because you have to get them accurate, because if  you make a mess o f  it, 
it's all your things gone to waste, all your makings, you've wasted your time. (YF5)
Otherwise you wouldn't know what to make, sort o f thing, or what size. (KY4)
Like, if  you don't know how to design it, then you don't know what to do. (YF3)
Um, the design work, because if  you didn't design it, you wouldn't know what it was 
going to turn out like, because you've got to, um, measure it first, or you wouldn't 
know what wood you'd need, what holes to make. (Y F ll)
If you haven't got the design, then it's very difficult to make it. (MG3)
Designing because, just to get ideas, because if  you haven't got a good idea, you can't 
get a good pot. (MG5)
If you don't have no designs, you don't know where you are, what you was doing. 
(BG2)
Most pupils who thought 'researching' was the most important preferred 
making in Art rather than D&T. The data from their responses suggest research 
in Art tended to be a means of generating imaginative ideas while in D&T it 
consisted of surveys, in order to 'market test' their ideas.
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4.3.2.5 Summary
Making was extremely popular with pupils and the part of the design and make 
process they liked best. In informal discussions with Art and D&T teachers, 
several of them expressed the view that pupils like the actual making part best, 
because it differs from anything else they do at school; in particular from desk­
bound activities. Some D&T teachers commented that pupils disliked evaluating 
because this activity is much like any other school work. On this point, pupils 
and teachers seem generally to agree. The pupils said they enjoyed the fact that 
it was not an academic activity and was less restrictive.
There was an assumption held by pupils and teachers that designing consists 
only of drawing and evaluating consists only of writing. Ability levels at these 
appeared to influence preferences about parts of the design and make process, 
for example those who considered themselves to be poor at drawing disliked 
designing. They did not associate designing with modelling, evaluating, 
thinking about or discussing what they were making.
An observation made during my visits was that pupils undertaking research in 
class typically made use of what was closest at hand. In most schools it 
appeared that the libraries were not much used for Art or D&T. Art rooms 
visited tended to contain a small library stocked predominantly with history of 
art books collected by teachers. I observed pupils using the pictures in them, 
rather than the text. In the case of D&T, pupils were frequently observed using 
shopping catalogues, from which they cut out pictures to stick onto work sheets.
An observation prompted by examining the interview data and also from 
scrutiny of lessons is that the artefacts as well as the associated culture that 
D&T teachers promote is closer to the majority of pupils’ home backgrounds. 
This appears to relate more to mass-market objects in the home such as those 
their parents or families may own, or aspire to own. On the other hand, in this 
research Art teachers promoted a more rarefied and elite form of culture, 
promoted by galleries and museums.
Design was interpreted differently in Art and D&T. There was a widely held 
view among pupils that design is a necessary pre-requisite for making. This is 
despite the fact that many of those who made things outside school did not 
attach much importance to design in that context.
I l l
4.4 EVALUATION AND MAKING
4.4.1 Ability at Making
Pupils were asked if they considered themselves to be good at making. The 
majority answered that they were. Some had a high opinion of their ability, 
while others rated themselves average.
4.4.1.1 Positive
The main reasons pupils gave for these judgements were enjoyment, or a sense 
of achievement:
[laughs] Um yeah, I enjoy it, that's why, if  you enjoy something, you tend to be better 
at it. (H B l)
I like to think so [laughs]. It might sound big headed, but I've worked a lot at it and 
I've achieved a lot since I started here: a lot more than I ever thought I was capable of. 
(RK7)
Pupils rarely replied that they were not good at making things, although 
sometimes they qualified their answers by adding that they were good at certain 
things, but not others:
Some things I'm OK, I think.
What do you mean by some things?
I don't really like working with wire, so that always looks a bit m essy. But with papier 
mâché I'm  OK, I think.
What about wood?
Um, yep. I'm  all right with wood.
What about textiles?
I think that's one o f my favourites, textiles. (BUI)
4.4.1.2 Other
When prompted about how they graded their performances in making in 
comparison with other pupils in their class many of those who had claimed to be 
good at it changed their minds and rated themselves as average. Only rarely did 
they admit to being either below average, or one of the worst. However, many 
others graded themselves as ‘quite good’ or claimed be one of the best, with 
some boys suggesting this ability was linked in some way to home 
circumstances:
'Cos o f  my Dad and my Granddad, who both make things, I think I've got a good idea 
o f what to do, and some people don't really, they don't have parents who are interested 
in it. (RKIO)
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I think I find it easier because of my Dad, he explains it to me. (YF6)
4.4.1.3 Summary
As explained in Chapter 3 one of the sampling criteria used for selecting pupils 
for interview was their level of motivation for craft. A question that arose from 
scrutiny of the data is: to what extent is it reasonable to assume that pupils' 
assessment of their own abilities matches those of their teachers? Another 
question also arose, namely why did only a minority of pupils interviewed say 
they were below average?
One possible explanation could be that pupils find self-assessment difficult and 
are unwilling to admit to being below average. On the other hand, it might be 
that they are genuinely unsure of their ability. Or, it might be that they have 
different opinions from their teachers. However, their answers to other 
questions indicated that they trusted teachers' opinions in general, including 
judgements of ability.
Another possible explanation could be that those pupils who mentioned they 
were good at some things but not at others were, in reality, expressing the 
majority opinion. Pupils who had been labelled 'de-motivated' by their heads of 
Art, repeatedly declared that their favourite subject was D&T, and vice versa. 
Hence those selected as being de-motivated in one subject were motivated in the 
other. (Possible explanations for this are discussed later in this chapter.) The 
possibility that teachers were reluctant to select de-motivated pupils to interview 
cannot be discounted.
4.4.2 Criteria for Success
Pupils were asked to talk about the best thing they had made at school. A large 
number of artefacts was named, the majority of which are grouped into eleven 
broad categories. Female pupils repeatedly named something they had made in 
textiles and both boys and girls tended to name utilitarian objects, all but one of 
which had been made in D&T. Examples are: an electrical device; a clay pot; a 
toy; a game or a box (such as a pencil box, or jewellery box). Items named less 
often were: clay sculptures; clay models of creatures (such as cat or fish); 
models of creatures made out materials other than clay; clocks; lapel badges that 
light up; items o f ftirniture.
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The frequency of certain responses has to be set against how much experience 
they had of different craft media, or making certain types of artefact. For 
example, artefacts made in ceramics were mentioned often even though in five 
schools there was no ceramics provision, while in eight schools pupils only had 
a very limited experience of it. On the other hand, there were many 
opportunities for making with wood, so it is surprising that this medium was not 
more popular. Toys and games were made in all but one of the schools visited 
yet were rarely mentioned. A lighted lapel badge was a Year 7 D&T project in 
several schools and all the pupils who named this were aged 11 or 12, hence it 
could have been the only, or one of the only, things they had made. Pupils of 
all ages and both sexes named model animals.
My notes completed after the interviews record that one girl (LN7) who talked 
about jewellery made for her own use was especially enthusiastic. This was also 
the case with a boy in a rural school (RK9), who had made a box for his 
hunting rifle. On the other hand lack of enthusiasm for anything they had made 
was commonplace. Children’s toys were particularly unpopular.
There were five main reasons why pupils considered a particular artefact to be 
the best thing they had ever made at school: (i) pride and praise; (ii) effort; (iii) 
function; (iv) product and (v) aspects of making. These are discussed below.
4.4.2.1 Pride and Praise
A very common response was to mention pride in achieving personal goals and 
receiving praise from others:
I'm  proud o f  this. I don't really care what anyone else says about it, but I think this is 
the best piece o f work I think I've done. (HA4)
So at the end o f the day, when they've finished it, they can have something to say: 
'Yeah, I did that.' (YF7)
The thing it has got is the satisfaction o f looking at something when you've completed it 
and thinking: I did that. (DN6)
Um, the last thing I've made is probably the best, because two years ago I made a pot 
and it didn't turn out w ell, so I'm  really pleased that this turned out well. (MG9)
My clock ...it was complicated and I managed to do it. It was very curvy and I carved it 
all out. There's a sun and it had flames all around it and I done it all on the coping saw, 
all on my own and I filed it as well and the finishing paint was very, was all different 
colours blotched together and I really liked the effect it had and I enjoyed making it all 
a lot and everybody liked the finished product as w ell, so that was a bonus. (HA5)
Pupils were proud of finished artefacts, but not of those that were incomplete:
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My candle-stick holder, I was proud o f it, because it got finished and I wanted to get it 
finished and managed it. (RK4)
. . . i f  they just leave something unfinished, then they don't get so much satisfaction, 
whereas if  they finish it, they feel really satisfied with what they've done. (MG9)
If you do finish it, you feel proud. (C C ll)
They felt pride at having successfully engaged with craft materials to produce 
an artefact which, on completion, was physical proof of their toil:
...w hen you've finished you feel proud o f  what you've made, you can see what you've 
done. (KY8)
W ell, w e got some clay, so we split the clay in two and rolled it into a ball and I got the 
scapular [sic] and I got the holes to make the eyes out and then I said: I've done it, but 
they said no, you've forgotten the ears, so I stuck those on and it's so much better than 
what Sean has done, um. I'm proud. (NA2)
Because I love to sew really and I like the material, looking at material and knowing 
that when I look at the finished garment, I made that out o f  that piece o f  material. 
Knowing that I've traced it, or made it I just find satisfying... (MK9)
So Art, I made the elephant for the Portminster Carnival, so I really enjoyed doing that. 
You did?
It took a long time though.
Why did you enjoy it?
'Cos it gave me, not something to do, but it was m ine, something I had made that I 
could be proud o f  and I wore it.
Yes.
And it was in front o f a thousand people. (B U I2)
Pupils also attributed pride to the fact that their artefact was a result of personal 
effort:
Y ou've done it yourself, it's all your own work, you can feel proud o f  it really. (HA5)
I try to keep it all my own work, so that I can be pleased with it. (GM5)
They repeatedly mentioned that a family member (nearly always a parent) had 
been pleased with an artefact they had made at school and it was common to 
refer to artefacts being displayed at home:
The satisfaction o f having something on your mantelpiece that you've made. You say, 
oh, I made that, how good it is. (DA6)
I was proud o f the pot I made in Ceramics, because it took me ages to do and 
eventually got it finished. It was, like, really good and my Mum thought it was really 
good. And then she liked the colours in it, so she redid then the decorations and she 
couldn't decide on the, um, wallpaper for the living room, so she actually liked the 
colours brown and dark green, so she said: oh. I'm doing that colour. I'm  doing the 
wall paper. So it matches all the wallpaper now ... and now it's right on top o f  the 
mantelpiece, in the living room. (WK3)
Like some people could go into D&T and they say they are just going to do this and 
they could do it and probably finish it in a day or two and take it home and show their
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parents, or keep it for their self, or keep it for their kids and say: 'this is what I done, 
when I was your age,' or something. (BU6)
Um, last year I made this polar bear, white one, head and shoulders. It came out really 
well and I've actually got it on display at home. (GM3)
Um, I think Mr. Patrick [D&T teacher] likes it. I've taken it home and my Mum and 
Dad really like it, my Nan wants a photo o f  it, my friends think it's good as well. 
(KY8)
It was evident that they considered the opinion of family members to be very 
important:
M y Mum's used it quite a lot and she thinks it's good the way I've done it. (LN9)
...m y  Mum and Dad think I make good things. (IV9)
My granddad is really good at woodwork and the other one's a builder, they both said it 
[an artefact made at school] was really good. (Y F l)
W ell, my Mum comes home and says: nice. (YF7)
I go up to my Dad and I say: what do you think? And he'll go: good, so I'll write down
good and he'll go: excellent, so I'll write down excellent. (BG4)
Another reason for pride mentioned by a few pupils was that the artefact had 
received good marks in school. Other reasons mentioned by one pupil each 
included:
I made something nobody else could. (LN9)
I realised how well I could make something. (RK9)
Everyone congratulated me on it. (FF l)
4.4.2.2 Effort
Another common response was to mention effort and to emphasise that it took a 
long time to make the artefact. Pupils regularly talked about how hard they had 
worked on an artefact, together with their satisfaction at having finished it.
It's, well, the only finished thing I've ever done: properly finished, 'cos I planned my 
time with it well and I didn't just go ahead and make it; I knew exactly what I was 
doing before I started. (YF7)
They also spoke about their satisfaction, or relief in actually completing an 
artefact:
Tell me about the best thing you ever made at school and why you were pleased with it. 
Probably that elephant, because it's, well, the only finished thing I've ever done, 
properly finished. (YF7)
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I had to make a key ring. I was really pleased with it: I think it was because it was the 
only thing I ever finished really (but then I got it snapped in a vice). (KY2)
Miscellaneous responses about effort included:
I stayed with it and didn't give up. (TD13)
I didn't rush it. (CC3)
It's the thing I put most thought into. (HA3)
4.4.2.3 Function
A common response about function was that they could use what they made and 
it functioned as it was supposed to:
Um it's probably this, because in the past I've got to make a money box. This is much 
bigger and you can use this. (KY8)
Um, I liked making a clock, um I liked making it because I could use it and see it and 
when I needed to, see the time. (C C ll)
Additional information was sometimes volunteered, for example that they had 
been able to sell the artefact concerned, or that it had been made for their 
mothers:
The best thing was, like, a necklace for my Mum, because I got it all smooth - and then 
I engraved RM on it: her initials and I gave them to her for her birthday. (RK4)
4.4.2.4 Product
A common response about the artefacts was that they had turned out well, or 
better than expected. Pupils also praised the appearance of what they had made, 
or spoke about the quality of the finish. Pupils expressed pleasure that they had 
made something unusual. Some of them claimed their artefact was superior to 
those of others. In the case of successful models, or sculptures, they attributed 
this to their having created an accurate likeness of a person, or creature.
4.4.2.5 Aspects of Making
Pupils very often said they had selected an artefact because they enjoyed making 
it. These responses frequently mentioned materials, processes and techniques:
Got to use a large variety o f materials and processes. (KY4)
I did everything the teacher told us to. (CC3)
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I learned new processes making it. (KY5)
They sometimes emphasised the contribution of design, or that they had not 
made a mistake when making an artefact. For a small number of pupils being 
allowed to make it in their own way had been a decisive factor. This was the 
case with a girl who contrasted the opportunity to produce her own, individual 
design in Art, with the prescribed approach to designing and making in D&T :
In pottery, you get to do your own design, in woodwork we all make the same thing. 
(LN2)
4.4.3 Criteria for Bad Work
Pupils were asked what was the worst thing they had made at school. A large 
number of artefacts was mentioned, which were grouped into seven broad 
categories, for the purpose of analysis. It was very common to name: utilitarian 
objects; toys or games. Other recurring artefacts were: something made in 
textiles: an electrical device; a clay pot; a clay sculpture; a sculpmre made out 
of other materials.
Most of the explanations as to why an item was the worst thing they had made 
referred to one of the following: (i) insufficient time; (ii) making processes; (iii) 
lack of motivation; (iv) inadequate skills; (v) poor results and (vi) teachers.
These are discussed below.
4.4.3.1 Insufficient time
It was very common for pupils to give lack of time as the main reason for poor 
outcomes or not finishing. They excused themselves on the grounds that they 
had been given insufficient time and 'had to rush it' (BG2):
I think I could have made it better, but that was just because I didn't have enough time 
to make it. (W K l)
It had to be that puzzle because, I mean, I liked it but the pieces weren't smooth, so w e  
had to rush it, because w e had a deadline, but it wasn't really smooth and that's what 
put me off, I wanted it to be perfect, by me. (BG4)
...a  wooden bookend we had to make in D & T ...I wasn't very pleased with it because I 
felt I could have done better with it, but, but, because time was, like, limited and I 
didn't have the like, you know, I was like really rushed, so it was kind o f  like slap and 
go, like, you know, so we didn't get to do so much with it, so I wasn't very pleased
with them with the hat, I mean, it was, I mean, w e didn't have much tim e...I  was
like panicking, 'cos I thought: 'Oh, I've got to do all this...and there's not much time' 
(BU2)
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Pupils constantly mentioned not finishing artefacts in Art and D&T due to lack 
of time:
..last year we had to make a window, but I didn't get it finished, I didn't quite get it 
finished and, um, it was all a bit scruffy at the, 'cos I had to rush it. (DN3)
I wish I'd finished it, I think it could have been quite a nice piece o f  work if  I had 
finished it, if  I'd had time to finish it. (YF4)
Oh, in Technology w e've just finished making a cushion cover: I didn't finish it. (YF7) 
...recently w e've been making a balancing toy: I never got to finish mine. (KY2)
Problem with Art is you might not get to finish something. (BG7)
[At school] what was the worst thing you ever made?
Um, I think it would have to be the storage box, because I never finished making it. 
(BG9)
When I made stuff at school, I don't finish it. (BG12)
...w e  once made a mouse, but we didn't have enough time to finish it. So it's still with
Mr. Hallis. It's not finished yet. (RF3)
4.4.3.2 Practical Problems
Much of their discussion of making dwelt on mistakes. A very common 
observation was 'it kept going wrong' (BG6). Pupils also said they 'did it the 
wrong way' (FF5) or that they had 'totally ruined it' (BG5). Other negative 
comments included:
I got the measurements all wrong. (R F ll)
Spoilt it, 'cos I was talking to someone while I was doing it. (DA8)
Didn't design it properly. (L N l)
4.4.3.3 Demotivation
Pupils very commonly attributed lack of motivation to dislike of a project brief 
or a project itself. As one sixteen year old boy said:
W ell, w e were told to make a money box and there was no research material there at 
all, apart from shop catalogues, which we were supposed to go through and find 
anything that we liked. I just couldn't, I refused to get into it because I just thought it 
was so badly thought out and made a very naff money box. (TD12)
In addition, they disliked projects because they considered them 'boring' (e.g. 
HA12):
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4.4.3.4 Skills
Some pupils admitted to lacking manual skills and said that they 'w eren't good 
at doing it' (WK4). They tended to say that something ‘was difficult to make’ 
(RF5), or 'too hard' (CL6) for them at the time:
In the third year, I made this head and I realise now I didn't have the skills, I didn't 
realise it at die time, but I realise it now. (MG5)
4.4.3.5 Workmanship
Some pupils referred to a poor final artefact. In one case the item had collapsed; 
in another it 'wasn't the right height' (RF7), in another 'fell apart' (CCI) and in 
another it 'didn 't work' (WK3). One pupil described her artefact 'ending up a 
big blob' (HAl). Another pupil, talking about a ceramic artefact was emphatic 
about how badly it had turned out:
It was really bad. It was just appalling. It was an atrocious piece o f  work. It was awful. 
(TD15)
4.4.3.6 Quality of Teaching
A few pupils attributed poor outcomes directly to their teachers:
I had a student-teacher then. (FF 12)
I didn't have a good teacher then. (KY9)
The teacher wasn't always there. (CL5)
4.4.4 Reasons for Good Work
The next question asked why some pupils' work was better than others. In their 
responses some pupils interpreted 'work' as a noun and others as a verb. 
Comparisons of 'good' and 'bad' work centred on: (i) attitudes to making; (ii) 
ability at making; (iii) qualities of teachers; (iv) peer and parental support and 
(v) qualities of the artefact. These are discussed below.
4.4.4.1 Motivation
The most common response about motivation was whether or not pupils enjoyed 
a particular subject or subject element. This was linked implicitly or explicitly 
with motivation and hard work:
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If you enjoy the work, you try to finish it, but if  you don't like the work, you think: it's 
boring, or something; then you don't try and finish it. (YF9)
Interest, whether or not you want to do well. Some people might com e for the fun o f  
it ...I  find that too bad, but I always try to do well. I've been described as a bit o f  a 
perfectionist sometimes. (MG5)
If you're good at a subject then you're interested in it. A lso, if  you're enjoying it, 
you're going to do better at that subject, but if  you find it boring, you ain't gonna want 
to do it, are you? (BG4)
If they like making things they'll try hard. If they don't they won't. (CCI)
It was almost as common to mention the amount of effort they, or other pupils 
put into making:
They settle down to their work. Like other people, they just mess around and fiddle 
with things, but some people want to get on with it, get good marks and grades. (YF5)
Um, some people like to, um, work hard and get a good result out o f  what they do and 
some people don't care what they get at the end. (Y F l 1)
Pupils commonly suggested it was the amount of time taken that was decisive :
The time they spend making it, how much care they take. (IV12)
Well time really, because you're taking care, taking it slowly and time runs out. (DA8)
Some pupils mentioned standards of behaviour and 'whether they muck around 
and talk all the time' (C C ll). As one eleven year old said:
Um, w ell, some people can be silly and muck about and not listen to instruction, but 
some people w ill listen to their instructions and when they're sent out, w ill do it. (HB6)
It was common for pupils to emphasise the importance of concentration to good 
quality outcomes:
Um, I think it's probably taking care in their work and concentrating. (BG6)
My friend Sophia, she was making a tray and she went: oh no, I can't do this and I 
said: yes you can. After half an hour she said: oh I've finished my tray and it turned 
out to be really small and the sides were all jagged and Sir said: you have to do that 
again, because you didn't concentrate. (DN9)
They said they considered taking care was important, as was listening to the 
teacher and having a calm temperament:
They're, um. I've forgotten the word now, um calm: I find it better if  they are, because 
they can take their time. But I've got a temper. (BG5)
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For one pupil, the brief was decisive in determining the degree of motivation or 
effort:
W ell, if  a pupil likes what's been set, they're obviously going to put a lot o f  effort into 
it. (TD14)
Other reasons for producing good work given by a few pupils were: (i) how 
assiduously pupils researched; (ii) how well they considered the project related 
to personality factors and (iii) the degree of independence a project or teacher 
afforded them.
4.4.4.2 Ability
Some pupils implied that good work was the outcome of innate ability:
I think some people just have a natural talent, they can look at something and see a 
shape, they can look at a piece o f wood or stone and see where it could go. (MG2)
They just find it natural to do it, I suppose. (BU9)
Some people just have the knack....It comes naturally to some people, but other people 
have to learn. (CCIO)
It was common for them to talk about the quality of their ideas and 'how they 
designed it' (BG3) as being important to producing good work:
Um imagination and um, um, I think some people see in their head what they want to 
make and some people go on with no idea and it just falls apart... (H B ll)
Some pupils said good work was the result both of the quality of the design and 
also how it was made:
I think it's the way they design the thing they make and then the way they make it and 
then it comes out perfect. Like a girl in another Technology group, her name's Selina, 
she does everything perfectly. (BG9)
Other explanations offered for why some pupils’ work was good were: 'if  they 
know what they're doing' (IV6); 'whether they're creative' (CLIO); 'their 
brains' (NA2), 'drawing skills' (RF5) and 'whether they're artistic or not' 
(WK2).
4.4.4.B Quality of Teaching
Pupils commonly attributed good or bad outcomes to the popularity or ability of 
a teacher. As one pupil explained, it depended on: 'whether you liked the
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teacher, or not' (LN8), while another argued 'if  you don't like the teacher 
you're not going to bother to get on in their lessons' (LN8). These kinds of 
responses support other research findings (e.g. Ruddock et al 1996) that pupils 
consider achievement is predicated on whether or not they like a teacher:
W ell, it could do with how the subject is taught. I found that in DT if  I didn't like the 
way things were taught, I didn't try as much, because I just stopped listening. Whether 
the teacher helps a lot and whether you liked it in the first place really and whether the 
teacher can mAce you excited about what you're supposed to do. (TD13)
Pupils explained how teachers motivated them to produce better work:
Praise, you know, yeah, um, praise and um, a lot o f talking to. You don't have to shout 
at the pupils and it helps a lot if  you like the teacher and there's a nice relationship 
there. (RX7)
Sometimes, for m e, it's the teacher I have, and if  it's a teacher that makes it fun and 
interesting, I sort o f want to work and hard to make it good. But if  it's a teacher that 
can't be bothered, then you just feel: well why should I bother? (DA2)
They spoke about the importance of the teacher keeping control of the class and 
not allowing too much noise:
Um, I think it's the level o f control that the teacher has on the class and the atmosphere 
that they get that makes some work better than others. (KY9)
Like some people like to mess around and not work, like they have naughty friends and 
they're just with them and get naughty. (BG l)
One pupil mentioned that he appreciated being trusted to act responsibly:
Um, being, like, trusted to things, like, on their own, to use tools and not, like, have 
someone standing over them, you know, like, being able to do it by themselves and 
being like with people they like to be with. (HB8)
4.4.4.4 Peer and Parental Support
Some pupils mentioned that support from friends was important. While some 
considered this a positive factor, for others it was negative:
Um, it's hard to describe it, some people, like the cool people, they can work whenever 
they want to, but other people can't work, because other people are teasing them they'll 
be the teacher's pet if  the work too hard. (RK8)
Another pupil explained that comments from peers can be both supportive and 
negative:
Sometimes people say: m ine's rubbish, but that's really good but sometimes people say: 
mine's really good and yours is rubbish, to hurt you. (IV8)
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Some pupils mentioned help from home as a significant influence and expressed 
the view it was because some pupils came from ‘a better home’ (K Y ll) than 
others:
'Cos o f  my Dad and my granddad who are making things, I think I've got a good idea 
o f what to do and [other] people don't really: they don't have parents who are interested 
in it. (RKIO)
What is it that makes some pupils' work better than others?
I think it's actually the way they're brought up. If you're brought up with a particular 
parent, who's good at something, you're going to be good at it yourself. (NA7)
A sad comment from one boy (K Y ll) whose father had left home ‘a few years 
ago’ was that 'having a Dad' was what mattered. A KS3 pupil was of the 
opinion that whether or not they had made things at their primary school was 
significant.
4.4.4.5 Qualities of Artefacts
Responses to the question about what made some pupils’ work better than others 
also mentioned 'the way they've made it' (IV8), 'the finish of the object'
(B G ll) or 'the way it looks' (MG6). They additionally mentioned originality:
W ell, range o f materials, how original it is, you know: practicality, and, w ell, 
aesthetics. TD12
Um, I think really the thing that makes some pupils' work better than others' is how  
accurately they can put it together, how smooth the shape can be. (MG8)
Um, it's got to have final touches on it. It's got to look real. It's got to look pretty, or 
effective, you know, like creative. It's not got to look scruffy... (C L ll)
4.4.5 Pupils’ Judgemeut Criteria
The next question pressed pupils harder to say how they made judgements about 
good or bad work in Art or D&T. Responses were of four kinds. They referred 
to: (i) intrinsic qualities; (ii) models of good practice; (iii) effort; (iv) personal 
opinion and (v) teachers' opinions. These are discussed below.
4.4.5.1 lutriusic Qualities
The most common response about the intrinsic qualities of an artefact concerned 
appearance. Those who attributed it to the physical appearance often added that
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they were referring to work in Art. They suggested it is possible to recognise 
quality in an artefact 'by looking at it' (IV12):
I suppose it's because o f  the overall appearance o f  it. (FF3)
...what's pleasing to the eye. (MG2)
The final product: it either looks good, or it doesn't. (MG6)
If it's good, it usually looks good [laughs]. (D A I)
Evidence of technical expertise, as revealed in a final artefact, was an important 
criterion:
...you  can tell if  it's not made well, like edges not done and things. (IV5)
....y o u 'v e  put it together and the bits aren't falling off, or wobbly. (HA7)
Some pupils emphasised neatness: 'if  it's good work, it'll be nice and neat and 
if it's  bad work it'll be really scruffy' (KYI). Others stressed function and 
'whether it works or not' (IV8). Many of those who talked about quality, 
function or technical excellence specified they were referring to work in D&T :
Um in D & T ....it's whether it does what it's supposed to. (IV 1)
I mean, in CDT, if  it works, I suppose, if  it does the job what it's supposed to do then 
that makes it successful. But in Art, I suppose it's more how you want it to be that 
makes it good or bad. (FF6)
4.4.5.2 Models of Good Practice
Many pupils said they formed judgements about their work by comparing it 
with that of peers or professionals:
They look around, look at other people's stuff. (LN3)
People tend to look at other people's and compare their work to them. (LN8)
It's by comparing, I believe, when you see everyone's work and the best o f  the bunch is 
the good work. (MG5)
They explained they could tell if it was good or not if they 'compared it with 
what professionals make' (MG8) or by 'comparison with what you made before' 
(CL6).
125
4.4.S.3 Effort
Pupils identified effort as an important criterion for successful work:
Um, I suppose you can say that if  you can see that someone's really tried, it's a good  
piece o f work, you know [pause] they've done their best and that. RF6
Some people just sit there and, like, do a bit o f  work every couple o f  hours and some 
people work solid. (DN7)
They emphasised that to produce good work it is necessary to go beyond 
minimum standards set by teachers:
W ell, you can do, like, basic stuff, like when you're told to do something, some people 
just do what other people do, you know, and sometimes I do, I do like go a bit above 
that and stuff, like, they'll do the work that they're told, but they decorate it and things 
and make it better than what you've been told. (RF3)
4.4.5.4 Personal Opinion
Those pupils who said judgements about work were personal opinion were only 
referring to making in Art. Nearly all of these pupils were reluctant to admit 
that judgements about art can ever be anything other than subjective:
You don't know: it's you own opinion, I think. (FF 12)
I think it's just instinct. (M G l)
It's your own opinion, isn't it? I mean, you can't say anything is good, or bad in Art or 
not, because it's the way you are. (FFIO)
I think it would be mainly your own personal opinion. It's like the question: what is 
art? What's junk to one person could be art to somebody else. (RK9)
Being happy or pleased with their own work was also identified by a few 
pupils:
You can also feel good about something you've made yourself. (MG7)
4.4.5.5 Teachers' Opinions
It was quite common for them to rely on the opinion of teachers or 'the grade 
the teacher gives you' (MG7):
W ell, you ask your teacher really, because your teacher w ill tell you. She might tell 
you tiiat it is not very good, but at least you'll know what to improve and where. (CL4)
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Whilst acknowledging the expertise of their teachers, pupils appeared unclear 
about how they made judgements:
...in  some ways I don't like my work and Miss Tyler [the Art teacher] w ill say: 'that's 
real nice' but I'm  like: 'I don't like it' and if  she likes it, I'll keep it, because she's the 
art teacher... (BU6)
Um, I don't know feel comfortable about it because I don't know how good it is. I'm  
not good enough to know, if  you get my drift. I don't have the experience. (RK7)
4.4.6 Summary
There appeared to be significant differences in the way pupils from different 
schools formed judgements about good and bad work. In some schools the Art 
department appeared to have influenced their ideas about this more than the 
D&T department or vice versa. Those answering from an Art perspective 
usually emphasised aesthetic or personal considerations, while those answering 
from a D&T perspective mentioned function or techniques. In some schools 
pupils knew what the grading criteria were, while in others, either teachers did 
not use any, or this was not being communicated clearly to pupils. In general, 
pupils seemed clearer about grading criteria in D&T than in Art. Where grading 
criteria were public, pupils appeared to have a good understanding of the basis 
on which their work was marked. For example, two pupils explained clearly 
how work is marked in D&T :
Um, you get marked on each stage, on your plans and evaluation and so you can see 
which piece is letting you down and how you can improve. (RK5)
Um, in Technology, yeah? You get the brief and there's a list o f  functions, like it's got 
to be well made and colourful and if  you match up to that you know you've done a 
piece o f good work (we haven't made any thing in Art yet). (BG7)
Whereas pupils claimed to base their judgements about work on the opinions of 
peers, they trusted their teachers more. The physical appearance of artefacts and 
how well they were made were considered especially important.
The data suggested that different evaluation criteria are applied in Art and 
D&T. In the former case aesthetic considerations and instinct were emphasised 
and many pupils were uncertain about how their teachers arrived at evaluative 
judgements. In the latter case, quality of workmanship and utility were 
emphasised and pupils were much clearer about the basis for their teacher’s 
judgements.
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4.5 ADULT ROLE MODELS
4.5.1 Teachers as Makers
Pupils were asked how important it is that teachers are makers and show them 
their work. The majority said they had never seen anything their Art or D&T 
teachers had made, although they also said it was quite, or very important. 
Reasons given for this focused on: (i) respect; (ii) exemplars; (iii) inspiration 
and (iv) empathy. These are discussed below.
4.5.1.1 Respect
The majority said being shown work by teachers was quite, or very important, 
but some said it was not essential, or unimportant. The former explained that 
their teachers proved their competence in this way. They said it showed 'that 
they know what to do' (NA4) or 'what they're talking about' (KY4):
Um, because if  they don't, don't know, if  they don't make anything themselves, they're 
only qualified by exams. But if  they make things, then they can really teach you, 
because they know themselves. (Y F l)
I think it's very important, because if  the teachers don't, they can't explain it to you, 
they can't show you, they won't know what to do. (YF5)
Essential...like how can you teach something if  you're not passionate about it? W ell, 
how can you teach it well, if  you're not passionate about it? (TD15)
They respected and had more confidence in those teachers who showed their 
own practical work:
Yes, important, because you know that they know something about it. You have more 
confidence in them, if  they show you their work. (LN5)
It shows that they're actually getting involved in, that they've been in your position, so 
that you know, if  you've come to a dead end, or you're stuck not to worry, because it's 
happened to them as well. (HA5)
It shows that they're also involved in what you're doing, they understand they have to 
do it and, I suppose, it sort o f  gives you a bit o f  confidence as w ell, knowing that 
they're doing it, so if they tell you something, you know it's got to be right. (RF6)
If you're arrogant and you don't listen to the teacher and then they show you their 
work, you think: that's brilliant. I'd better listen. (MG8)
4.5.1.2 Exemplars
An observation made during the school visits was that it is common practise for 
D&T teachers to make an artefact for a current project and hold it up when
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introducing a brief, or to make one alongside pupils. This practice appeared to 
influence the responses to this question. It was common for pupils to report that 
they had to make things exactly the same way as their teacher. The majority 
expressed approval of working in this way because they knew precisely what to 
aim for:
If they don't show you an example o f  finished work, you might get it all wrong. (FF5)
If w e see what it should look like from the teachers, then we have an idea o f  how to do it 
and how it should look like when we finish it. (CL9)
4.5.1.3 Inspiration
Being shown their teachers' work was reported by some to be inspirational:
. ..it  inspires you, as w ell, I think, if  you've got a teacher who works themselves and 
you see what they produce. You're more likely to go away and see if  you can try their 
ideas. (TD16)
I like it when teachers show their work, because you think: well they're teaching me 
how to do that, so that I could be as good as them one day. And maybe then they know  
how I feel, when it's not going right and you can't do it and that. (WK3)
4.5.1.4 Empathy
A common claim was that teachers who show their own work are better able to 
empathise with pupils. As one student said: ‘...I think there's a different bond 
between teacher and students’ (BG8), while another claimed it showed that 
teachers 'understand how easy it is to go wrong' (CC12). Another claimed to be 
re-assured 'that the teachers aren't always brilliant, so you needn't be' (LNIO):
It's quite important, because you see how good they are, so they might say your work 
looks bad, but you might thii&: well, their work isn't very good either. (WK4)
4.5.1.5 Miscellaneous Responses
Showing work did not always guarantee respect for teachers:
On the one hand it makes you think: look at teacher, what work they can do. I'm  never 
going to be as good as that, so it could put you down a bit, but if  you think the teacher 
is a real prat, then you think: if  he can do it, I can do it. (CLIO)
Pupils from one particular school (HA) commented that they learned much more 
from seeing a technician’s work than that of their teachers.
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4.5.2 Visitors as Makers
It was common for pupils to report having visitors in school who made things. 
Those who had not were predominantly from Years 7 and 8, so would not have 
been in the school for long. It is likely, moreover, that in the case of the twelve 
targeted schools with sixth forms, that is where visitors spend the greatest 
amount of time. In one school (MG) recently visited by an artist-in-residence 
for several weeks, pupils volunteered his name. However, only KS4 pupils had 
come into contact with him.
Those who mentioned visitors talked about this in relation to Art. Similarly, 
whereas Art teachers sometimes took pupils on visits, D&T teachers said they 
never did. Pupils considered that student-teachers, who were usually in Art 
departments, were visitors. They stressed how much they liked them, because 
of the assignments set and, in particular their age:
Quite often they are closer to our age range and, like, it's easier to communicate with 
us and share your ideas and stuff. (TD15)
Pupils from three schools mentioned artists-in-residence and in two schools a 
sculptor. They added that they found this very useful. For example, one sixteen 
year old boy replied:
Yeah, we do, we have sculptors....! think it was very helpful because, you know, these 
aren't, they aren't teachers, they're actually artists. They come in and you see how they 
work and then they try and talk through their thought processes and so, how you can 
apply it. (TD12)
A few pupils mentioned a visit by 'a potter' (DNIO) and a few others said they 
had 'visitors from OFSTED' (IV2). Single pupils said the school had been 
visited by: (i) 'a printer' (RK9); (ii) 'a photographer' (NA5); (iii) 'a wood 
turner' (RK9); (iv) 'someone in Art' (DAS); (v) a craftsman in CDT (MG2);
(vi) 'neighbourhood engineers' (FF5); (vii) 'someone from Rover cars' (KY4) 
and (viii) 'people from factories' (NA5).
4.5.3 Summary
Although pupils wanted to see what their teachers made, the majority of them 
had not actually been shown anything. Where they had, it was usually paintings 
or drawings by Art teachers, or an exemplar of their current project by D&T
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staff. This accords with my observation of D&T lessons, where it was common 
to see pupils trying to copy an artefact made by the teacher.
Eighty percent of all the target schools appeared to have hosted 'visitors' of 
some sort to Art and D&T, the majority of whom were student-teachers. The 
visitors appeared to have made a greater impact on older pupils, with the 
exception of student-teachers, who were mentioned appreciatively by pupils of 
all ages.
4.6 TOOLS, EQUIPMENT AND MATERIALS
Pupils were asked about school provision for tools, equipment and materials and 
how important they were for successful making. Most of them expressed 
satisfaction with the provision, although a few were very critical.
4.61 Satisfactory
Overall pupils appeared reluctant to criticise the provision and many said they 
were impressed. In particular, they compared it favourably to the more limited 
facilities in their primary schools, or at home:
Like they've got all the tools to do all the stuff and things but like at home, you might 
not have the stuff to get all the edges done and that. (BG3)
W ell, making things at school, you have all the equipment you need and making things 
at home, you don't necessarily have everything, you just have to do guess work. (DA4)
4.6.2 Unsatisfactory
However, the provision was criticised by pupils who had experienced a 
professional workshop or claimed to have well equipped facilities at home:
It's really frustrating when you know you've got better tools at home, or power tools, 
which you could use dead easy at home and you don't have 'em at school. (RKIO)
Um, w e've got a large quantity o f tools but they're not very good because they're all 
worn out, because the whole school has to use them, so they're worn out. (N A l)
The Art tools are pretty dilapidated and have never been looked after properly, all the 
clay tools are caked with clay. (CLIO)
It is possible that some teachers had influenced pupils' views about tools, 
materials and equipment:
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I think w e lack a bit o f equipment. We haven't got, well we have to be careful in what 
w e're using and that...W e haven't got that much money, I don't think: we're always 
being told that, anyway. (BU3)
4.6.3 Sharing
A prompt included in this section of the interview schedule asked pupils 
whether or not they usually had to share tools, materials and equipment when 
they learned to make. Some pupils at each of the twenty schools visited claimed 
they sometimes shared tools. These responses did not suggest that any one year 
group sharing more than another. On the other hand, it is not clear from the 
data whether the pupils were talking about experiences in Art, D&T, or in both 
and this may account for the fact that pupils in the same year and school gave 
contradictory answers. When given a supplementary prompt about computers, 
they all praised provision at their school and no one expressed dissatisfaction 
with having to share a terminal.
The majority of pupils who shared tools and equipment did not view this as a 
problem. It was common to add comments such as that 'it doesn't bother me' 
(RF8); 'it's  not too bad' (CCIO) or 'you've got to share sometimes' (LN l).
They saw virtue in sharing tools, materials and equipment, 'because you can 
share knowledge at the same time' (HA7), or 'because it teaches you about 
sharing and you need to share and be patient (HA9)'. As one pupil put it:
I think everybody ought to share, just to be kind to each other. To teach each other how  
to share. (CL4)
Another pupil said:
You can always pass them around your friends and they always say: can I use it when  
you're finished? And you're happy to do it then. (RF9)
Others agreed that sharing does not matter because 'everyone goes at their own 
pace and not everyone will be doing the same thing at the same time' (WKIO). 
Moreover, it was reported that ‘you don't have to wait long’ (CC12):
We do have to ask people if  we can borrow them, when they're not using them ....but 
you're not waiting long. If you go over and ask them, it's usually there, waiting for 
you. (FF7)
They also said that time was not wasted because they got on with something 
else, while they were waiting:
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. ..it  would be better to have more machines, but we can get on with other things in 
between. (FF 12)
Yeah, especially when everybody's up to the same part, when we're making the same 
thing. When we're doing that, the teacher normally has something else for us to go and 
do, while that person is using the tools and then you swap around and th at....I think it 
would be nice if  everybody was doing the same tiling at the same time, but it's, like, 
since we can't do that, haven't got enough tools and, o f course, they haven't got enough 
money and there's too many people in the class. (WK3)
Not everyone agreed with the above views and a minority of pupils admitted 
that having to share 'gets difficult sometimes, not always' (RF7):
You can get on with something else. But if  it's urgent, you have, say, only three 
soldering irons, it could be a bit o f  a problem (RFIO).
Pupils blamed shortage of tools and equipment for not finishing on time, which 
they considered to be unfair:
We sometimes have to wait for people who are using them to finish...and it does 
matter, it does matter, because if  w e haven't finished, we have to finish it by staying in 
after break and it's not our fault, we just haven't got the right equipment. (KY3)
If you need them and somebody else's got them, you have to wait for them and you're 
losing your time. (FF9)
In textiles, there isn't enough sewing machines, so w e have to use them, like, so I was 
using it one half o f the lesson and somebody else would use it the other h a lf ...if  you're 
doing GCSE work, then you haven't got enough time and then you would have to com e 
back in the lunch hour and finish up and partly sometimes after school. So w e should 
have more tools. (FF8)
If you've got to get something done to a deadline and everyone else is doing something 
and you can't get something done, you can't get your work handed in. (CLIO)
Several described having to share as quite annoying because they wasted time 
waiting and this slowed them down and the quality of their work was affected as 
a result. In one school where teachers told me discipline was a problem, pupils 
complained about having to share tools and said they were frequently stolen:
Some o f the tools you find there is only a couple o f them and you are waiting for about 
half an hour, until you can get them and then you've got, like ten minutes for yourself 
and then they have got to be passed on again. But I would say I need a lot more tools 
than, like I said before, a lot o f tools get nicked, but that's life for you. (BU6)
One told how she had waited for an entire lesson:
Once, 1 had to wait an entire lesson to go on this thing and then the bell went and I 
hadn't even done anything for the whole lesson. (MK5)
Several others pointed out drawbacks of having to share:
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There's a few tools that are only two in the workshop, so everyone is walking around 
from bench to bench and then there's the drilling machine, everyone's always queuing 
up for that. (B G ll)
...som e o f  the time, because the money at school is so short, they don't always have 
what you need, they don't have enough money to get new tools, which means some o f  
them don't work properly...usually, when we go into CDT lessons, if  there's anything 
that has been used before, by another pupil...you have to re-use that material and also, 
you have to share tools around....because everybody wants one thing, you have to wait, 
which means you can't get on with your work. (BU5)
4.6.4 Materials
Pupils were asked if they ever had to bring in materials to Art and D&T 
lessons, or if they were all supplied free. The majority said that everything was 
supplied, qualifying their answers with comments such as: 'you don't get a lot 
of choice, you just have what you get given' (YF9). However, if they wanted 
special, or unusual, materials they had to obtain them themselves:
You don't have to, but if  you do want something specialist, then you have to bring it in. 
Like I went through a stage o f  doing a lot o f  batik and, like, I had to bring in my own  
pot and my own cloth. You can't expect the school to provide metres o f  silk for each 
people: it's too expensive. If you want to do it then you have to get it yourself. (TD15)
Many pupils said that if they wanted to take an artefact home they were 
required to pay for the materials, although the amount was relatively small, 
usually one or two pounds. Overall, most pupils were satisfied with school 
provision for materials.
4.6.5 Summary
Most pupils reported that they shared tools, materials and equipment in Art and 
D&T, at least sometimes. They tended to be philosophical about this and only a 
minority spoke about the negative aspects. This contrasts with teachers’ 
criticisms of resourcing and the need for pupils to share, reported later in this 
chapter. Lack of knowledge by pupils may explain why they are more willing to 
accept this state of affairs. In answer to questions about making at home, 
reported in Chapter 5, many of them had expressed the opinion that the tools, 
materials and equipment available to them at school are much better. Hence, 
while teachers are well aware of inadequacies, most pupils probably compare 
the situation favourably with what they experience out of school. However, the 
minority who had experienced well-equipped workshops elsewhere were much 
more critical of school provision. Loyalty to their school might be another 
reason why they did not criticise provision to a stranger.
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According to the pupils, most or all materials for making are supplied in 
schools. Where they do have to supply them themselves, this is usually in Years 
10 and 11, for something they are making for the General Certificate in 
Secondary Education (GCSE) examination. More pupils said they had to supply 
their own materials for making in textiles, than in other materials.
During formal and informal interviews many teachers mentioned recent cuts to 
consumable budgets. They told about having to seek donations of waste 
materials from local companies. It appears that most pupils were unaware of 
this.
4.7 COMPARISON OF MAKING IN ART AND D&T
4.7.1 Similarities and Differences
Pupils were asked to compare making in two school subjects: Art and D&T. All 
pupils understood making in the two subjects as different. The majority 
distinguished them in terms of processes and lesson content.
4.7.1.1 Freedom versus Control
The difference between making in Art and D&T they repeatedly pointed out 
was that in Art making was more creative and freer, while in D&T they were 
directed. For example, they said that ‘you have to make things much more 
accurate in D&T’ (HA5); that making in D&T is ‘much more technical’ (NA12) 
and that ‘things have to be made right in D&T, not in A rt’ (RKIO). Pupils 
explained that '...in  Art it's more creative and in Technology, it's just, really a 
set task' (HB5); that '...the freedom to do what you wanted was much more in 
Art' (HB4) and that '.. .you use your imagination in Art' (IV7):
Yeah, the difference between making something in Art and D&T is, um, in Art you can 
express your ideas more, there's more options. You don't have to, if  the teacher sets 
you a project tonight, you don't have to carry on with that project, if  you don't like it 
and you've got your own ideas. You can then go away and express those ideas.
Whereas in D&T you're given a project to do and you can't change it, you know, 
you're not allowed to go away and do something different. (TD16)
There's definitely a difference, one's more expressive, one's more about everyday 
needs...in  Art I tend to use my hands and make it roughly and in D&T I definitely go 
for a more professional finish. (CC8)
You're making things like boxes in D&T, whereas in Art, you're doing artistic things. 
(D N ll)
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I prefer Art.
I don't know, like, because w e've got more freedom ...you've got more, I don't know, 
you can use your ideas, in CDT it's more; make something.
But don't you design in CDT?
Yeah, but, I don't know, you can be more imaginative in Art. (DN7)
Yeah, in Art I had a choice and I was allowed to be creative. In D&T, I was told what 
to m hke...you were far freer in Art and it was easier to get on with it. (TD14)
There is a big difference, mostly in Art we weren't working to a brief, w e were mostly 
making designs up as we went along and the freedoms to do what w e wanted was much 
more in Art. (HB4)
In Design and Technology the whole class has to do it and they're all at the same stage. 
(BU2)
Miss just like told us every lesson, what I was doing.
Lesson by lesson ?
Yeah.
And did you all do the same thing?
Yeah. (RF4)
In pottery [Art] you get to do your own design, in woodwork [D&T] w e all make the 
same thing. (LN2)
Pupils also distinguished functional artefacts they made in D&T from non­
functional ones made in Art:
In Technology we make things to use, but in Art they're, like, just ornaments for the 
house. (CC3)
Um, well, in Art they're models, well, what I'd call art things, but then in Technology, 
I suppose you make more practical things, boxes, makes things out o f  wood. (CCIO)
W ell, if  w e're making something in Technology it would have to have a use, like say if  
it was a box, it would have to open, but if  it were in Art, it'd have to be abstract or 
something. (KY4)
They explained that 'A rt's more about expressing things, DT's more about 
making something as a product' (KY7):
Um, I suppose so, because in CDT you design a product for, like, a problem, so you  
design it to be put onto a market, whereas in Art it's like, more you're expressing 
yourself. (FF6)
In Art you have to be artistic, while in CDT you have to serve a purpose. (RK3)
I just like being able to express what I feel and do what I like in A rt...and then you can 
do your own characteristics and so you don't know how it's going to turn out. (RF9)
They also noted that the artefacts they made in Art were individual, while they 
were identical in D&T :
It's just so much more structured in Design. It's like they have a brief and they have 
what they are going to do for each lesson really structurally set out and you know  
exactly what things they are going to look for at the end, because everytiiing looks the 
same. It's just, because, like I say: for the next twelve weeks w e w ill make a pencil 
box. W ell, there's only so many ways you can do a pencil box and you know it is going  
to be a pencil box, because that is what it has got to be. Everyone's course work is
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exactly the same, because they have a list o f  things, a list o f  sheets that you have in 
your folder and any information that you've got to put in it. There is no freedom in it at 
all. Whereas art, they might have a brief, well they w ill have a brief, but if  you've got 
a really good idea and you can talk it through with someone and explain to them that it 
is really good and it can be successful and that you've got a really good idea and that 
you've got so many different branches that you can fill with, like twelve weeks with, 
they are fine with it: yeah, do it. Go and do something that is worthwhile. But, you  
know, they have got a brief as well, for people who feel they can't set their own  
structure. Yeah, tiiere's a massive difference. (TD15)
4.7.1.2 Use of Exemplars
As noted previously, pupils very commonly talked about being shown an 
exemplar by a D&T teacher that they were expected to copy. They explained 
that this was usually made by a pupil from a previous year, or by the teacher:
Most o f the time they've made it first, you can get ideas from what they've done. 
(B G ll)
I've seen what Mr. Mistleworth. [the D&T teacher] made. He made an energy 
structure, so we can follow what he does. That was in an exam, before what w e gotta 
do...that was quite helpful, because w e didn't really know how it was going to go  
together or anything, until w e'd seen his structure. (W K l)
In textiles, the teacher often makes things and then w e look at that and get our ideas 
from that. She makes a lot o f  things, Mrs. Wells: hats and clocks and things like that. 
Everything that pupils make, she m ^ e s  as well. (CL8)
The teacher had actually done one himself. And he did another one while w e were 
going for the lesson on how to do it....Y ou  can see what it's supposed to look like and 
if  yours doesn't look anything like it, then you know you've gone wrong somewhere 
and that you have to go through again. Whereas if  you didn't have anything, you could 
think that it looks right, but you wouldn't actually k io w , because you wouldn't know  
what it's supposed to look like. (BU5)
During school visits, I observed D&T teachers often making the same artefact 
alongside the pupils. This was confirmed by pupils during interviews:
And M iss. Manston, she had made, she'd started, when we was doing that, she'd  
started one and she finished it. So she like was helping us on, she was doing hers like 
bit by bit, while we were doing ours. (RF4)
Usually they make what we're going to do that day, make it up to how far w e'll get, 
show us what it'll look like at the end o f the lesson. (LN4)
In Technology, the teacher does it with us. As we cut into the wood, the teacher does it 
with us. (CC4)
As noted previoulsy, the majority of pupils liked having an exemplar to follow, 
so that they knew what was expected of them:
So you know how it's supposed to be finished, how it's well made, how it's supposed to 
work, so you have an idea o f  how yours is meant to work, to be up to standard. (BG4)
If you see examples, like if  you're shown examples, you'll see what's expected o f  you  
. ..  and try and do it yourself. (GM8)
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You can see what you can make and when you see it you know if  it was as good as that 
piece that was shown or not. (IV2)
Um, so you can get ideas for yourself, what you can use, what you can do and it, um, 
sets a standard o f  what you can make up to. (H B l)
It makes it two hundred and ten percent easier, because you've got a working example 
to base your work on. (DN6)
A few pupils explained that being shown an exemplar challenged them to 
emulate it:
You think; I can make one like that, but even better. (L N l 1)
If you can see what yours can look like them, like, it gives you more incentive, you  
think, like, mine could look like that. (BGIO)
However, one eleven year old girl felt under pressure to copy an exemplar:
Because if, if  they don't actually show you, show you how they've made it, then they 
might tell you off, because you've done yours different from them. (HB6)
4.7.1.3 Design and Make Process
The different conceptions of the design and make process were commented on 
and Art was mentioned favourably, because they usually did not have to write 
up what they had done. They expressed satisfaction that '...in  Art there aren 't 
all those stages to go through first' (CCS) and that in Art 'You don't have to do 
research first.' (T D ll):
Um, yeah, because, in Art you don't have to do evaluations and you don't plan it 
beforehand...in Technology you're going to do a clock, OK? And they just give you a 
choice o f what you can do and it's five ideas, so you have to write, you have to write 
evaluations and stuff in Technology, in Art you d on 't...(C L l)
W ell, usually in Art you don't have to do all the stages o f  evaluation and designing and 
all that. W ell, you have to do some designing, but not much. (YF8)
4.7.1.4 Opportunities for Making
Whereas D&T was associated with making by most pupils. Art was not:
In Art you tend to draw things, instead o f  actually making them [as in D&T] (DA 2)
Art's boring, because you have to draw and that, but in D&T you can make things out 
o f wood and steel. (LN6)
Pupils reported that they engaged in making activities much more often in D&T 
and repeatedly associated Art with drawing and painting only:
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Um, D&T is more practical things. Art is just painting and drawing and things. (C l2)
Art's mostly drawing, D&T making things that work. (DN2)
Um, in Technology you actually make something, um, in a project. In Art it's usually 
done on paper, using different mediums like paint, pastels, drawing. (H B l)
In Technology it's um with tools, in Art it's, it's just paint and paintbrushes. (KY3)
In Art it's normally drawing and painting; it's more construction in CDT, it's more 
hands-on. (GM4)
I'd prefer to work in D&T, because Art is like, what w e do most o f  the time is mainly 
drawing and in Design and Technology we design things and we make things. (BU9)
In Art it's mostly portraits and copying portraits from pictures, but in Technology it's 
making things. (YFIO)
4.7.1.5 Tools, Equipment and Materials
Pupils tended to associate D&T with making with wood and Art with pencils, 
paint and paper:
In DT, yes, because you are using wood, like saws and clamps, stuff you wouldn't use 
in Art. Like in Art you use paints, you use sewing material, um paper, like in CDT you  
do use paper, because you have to design, like do that, like sometimes you would paint 
the wood or something, like varnish it, but to me there's a lot o f  difference because 
CDT is wood and Art is paper. (BU6)
Well in Art you don't use: what do you call them? Saws and things like that and you  
don't really use wood and things, you only use cardboard and paper. (BG12)
They also distinguished between the tools and equipment used in each subject. 
They noted that 'in Technology you use machines and in Art you use your 
hands' (DA9) and many added that tools and equipment were better in D&T 
than in Art:
Yes, because, making: there are very few facilities in Art, you know, it's really much 
more creative, you know. You can't use such a range o f materials and equipment, like 
wood, in Art. In D&T there's a lot more, sort o f making, you know, more actual 
putting things together, building things, that kind o f  thing, you like haven't got the 
facilities to do that in Art. If you wanted to, you just couldn't do it. (TD12)
4.7.1.6 Miscellaneous Responses
Some pupils who preferred making in Art pointed out that aesthetics was part of 
this subject, but not of D&T :
CDT covers making but Art also covers aesthetics, so they look better. (RK9)
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Some pupils were unable to answer this question, because they had not made 
anything in Art and significantly a few in KS3 said they had not made anything 
in D&T either.
4.7.2 Preferences
Pupils were asked whether they liked making in one subject more than the 
other. Although fewer preferred Art, they expressed their opinions strongly and 
were critical of D&T. For example, one pupil for whom Art was her favourite 
subject added T'm  not really interested in DT. I only do it because I have to 
really' (LN8). More boys preferred D&T and more girls preferred Art. Only a 
few had no preference, while a few girls stated explicitly that they preferred 
making in textiles.
4.7.2.1 Reasons for Favouring D&T
Some pupils said they preferred D&T because they were making in those 
lessons and ‘building things up from scratch’ (LN4). Many added that they 
'only draw in Art' (BU7):
Y es, Technology is best, because we make things and that in the lesson. (LN6)
D&T because it's more interesting and we have to make things all the time. (H A l)
I like it in D&T. I just like making. I like the projects w e've been given and I enjoy 
making. (HA5)
They also liked making better in D&T because there was a 'wider range of 
materials available in D&T than in Art' (RKIO):
You get more materials you can use. (YF12)
I think I enjoy it more in DT because we get to use the saw and things. (BG12)
Other reasons given for preferring making in D&T were related to the kinds of 
artefacts they were asked to make, that they did less drawing in it or because 
they disliked Art. One boy said he 'hated Art, to tell you the tru th ...Fm  not a 
good drawer and we never did much sculpturing [sic] '. (MG6)
One positive aspect of D&T was that 'you can take the things you made home' 
(IV8), another was that they 'enjoyed the projects' (HA5):
140
D&T, because it's more practical. Like, you can use the tools and things and in the end 
you get, like, better products. (BGIO)
Other reasons pupils gave for preferring making in D&T included: (i) 'you 
make things in Technology' (IV9); (ii) 'I 'm  better at it' (WKIO); (iii) 'it's  more 
interesting' (HAl) and (iv) one pupil said it was because of its usefulness in the 
future:
Yeah, I like DT best...so  that when you're older, you could do it, couldn't you? (LN3)
4.7.2.2 Reasons for Favouring Art
Those who preferred Art tended to do so because they found it less demanding, 
saying: 'because it's easier' (CCI), or 'because it's less hassle, really' (YF4):
I feel it's more relaxed in Art, because we're allowed to have the radio on for example 
and everyone works at their own level, at their own speed and you get plenty o f  time to 
do things. (YF4)
I prefer making things in Art really ...! think it's easier to get the hang o f  things in Art, 
because in CDT you're always using different tools and you never really know how to 
use them properly. (MG9)
They compared the different kinds of briefs set in each subject:
W ell, I didn't enjoy D&T very much, so I didn't put all my best into it.
Why was that?
I didn't like the briefs. I think they are boring. Kind of, like, make a box, whereas in 
Art you can explore and go into different parts o f the art. (TD13)
Many pupils who liked Art did so because 'you have more freedom to do what 
you want' (BUI):
Yeah, I tend to prefer Art to DT, um. Art, basically you can do what you like, in DT  
you have a set thing to make, or a choice o f two, or tiiree and you have to make one o f  
those. (LN8)
One pupil preferred Art because 'you don't have to get all the tools out' (YF5). 
and another said she preferred Art because 'you finish things quicker' (YF7). 
One said it was because 'you make one thing a year in DT, and you make more 
things in Art' (CC3) and another said it was because he was able to make a 
greater variety of things in Art:
I prefer Art, because if  you make one thing in Art, then you get to do other stuff, so 
you get a break o f doing one thing. In Technology you go on doing the same thing, but 
in Art you do different things at different times o f  die year. (Y F l)
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Other reasons included: (i) 'there's a lot of research material here [in Art] and 
absolutely none in D&T' (TD14); (ii) 'you can talk in Art' (CL7); (iii) 'I enjoy 
drawing better than making' (RF2); (v) 'I 'm  better at it' (WKl 1) and (vi) 'I 'm  
that kind of person' (MG3).
4.7.3 Transfer of Learning
Pupils were asked whether or not they could use things they learned in Art to 
help them in D&T and vice versa.
More said they could not, than could. Of the latter, the most frequent reply was 
that drawing in Art helped them with designing in D&T :
Yeah, I should think so. The drawing skills in Art, like, when w e have to design  
something in Technology, we can use our drawing skills in Art. (CL9)
I think with Art it's, before we did anything, before we had to do it, we usually draw 
designs on paper, so I think the drawing side o f it was very good. (FF2)
Others said that making skills learned in D&T could help them in Art: 'in 
Technology, it helps you to know how to make something in Art' (DA9). Some 
said technical drawing in D&T helped with perspective in Art or vice versa and 
others that painting and learning about colours in Art could help in D&T :
It's like, when we're going to make the pull-along toy [in D&T], I might need to paint 
it and things and when we're doing painting. Miss shows us how to m ix colours and 
stuff in Art. Might need that sort o f brown when I'm making a horse, to paint my 
horse, in the pull along toy (CL7).
Pupils noted that drawing was common to both subjects and that learning this in 
Art helped with presentation of designs in D&T. They mentioned carving and 
printing as common to both. One said that aesthetics in Art helped with work 
D&T:
Yeah, especially with Art because a lot, I think, has been left out o f  Design [& 
Technology], you know, like the aesthetics and that sort o f  thing, the appearance o f  
what we make, I think that's left out and things like colours and finishes. So I kind've 
apply what I've learned in Art. (TD12)
4.7.4 Summary
It appeared that preferences for making in Art and D&T were influenced 
significantly by the particular circumstances of each school. For example, in 
two schools no pupils preferred making in D&T. In one of them there were
142
staffing difficulties in the D&T department. This was also the opinion of the 
research officer for the parallel project who visited the school at the same time.
Previous research (Ruddock et al 1996) has shown that the teachers’ 
personalities influence pupils' views about a school subject and this was no 
doubt another important factor. Pupils interviewed at a given school could have 
been talking about different Art and D&T teachers.
Making in one or other subject seemed to suit certain pupils much more than 
others and some had strong likes and dislikes. Broadly speaking, boys preferred 
D&T, girls tended to prefer Art and girls emphatically preferred textiles. 
Overall, it was common for pupils to state that they liked making better in D&T 
than in Art. Curiously, this was contradicted by answers to the next question 
where both Art and D&T were named as favourite activities at school.
Pupils associated D&T with prescriptive learning and Art with freedom and 
pupil-centred learning. The need to apply health and safety regulations 
stringently is a necessary constraint in D&T, due to the sharp tools and power 
tools in use. However, they were well aware of the different ethos in the two 
subjects.
The data collected by observation in the checklists and interviews combined 
suggest a greater variation of provision for making in Art than in D&T. Some 
schools clearly provided more and better opportunities for making in Art than 
others, although the general pattern revealed by the data is that Art consists 
largely of drawing and painting and D&T of making in wood, or medium 
density fibreboard (MDF). Nearly all the artefacts they made in D&T were 
functional but this was rarely the case in Art. As one pupil explained, they 
could do whatever they like with a table in Art, 'but in D&T it has to look like 
a table' (BU5). The main reason more pupils preferred D&T was that they 
could make functional artefacts. On the other hand, many of those who liked 
Art, felt strongly about this.
4.8 FAVOURITE ACTIVITIES AT SCHOOL
4.8.1 Popularity of Practical Learning
Pupils were asked which activities they liked best out of everything they did at 
school. Some found it impossible to name just one activity and named two or
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more. The most popular school subjects were Art and D&T, also referred to as 
DT, Technology, CDT, Resistant Materials and HE. Several pupils named 
textiles, which in some of the schools visited was part of Art, in others was part 
of D&T and in others was taught in both. Several replied that 'making' was 
their favourite activity. More girls than boys said Art was their favourite 
activity and more boys than girls named D&T. All but one of those who named 
textiles were girls:
Um, I think I would say I enjoy very much textiles, because we make things and I 
enjoy making things really. (NA5)
I really enjoy Art and textiles because o f the practical side o f them, they're fun to do, 
they're not repetitive, you're learning your skills all the time. (FF4)
4.8.2 Reasons for Preferences
Pupils explained they liked Art best because they considered themselves to be 
creative: 'because I'm  a creative person' (FF12). Others explained it was 
because they appreciated the freedom:
Art is, because, um, if  you do one thing um and you want to do a certain thing that 
everyone else doesn't want to do, something different from anyone else, you can go up 
to the teacher and she'll say: yes. And that's better. (Y F l)
Yeah, it's about my favourite thing. It's what I do in school, it's what I do out o f  
school, it's what I'm going to do my 'A' levels in. (TD15)
The main reason they gave for liking D&T was that they produced tangible 
results in these lessons:
Because it's more o f a hands-on lesson and when you've finished it, you've got 
something to prove you've done it. In all the other lessons you're writing and you've 
only written. But you can see what you've made. (BU5)
The good thing about Technology is it ain't boring, they make it fun, if  you know what 
I mean, so you can enjoy all your [Technology] lessons, because some lessons are 
boring...I do enjoy making things. I'm  really into making things. (BG7)
Yes, Technology is the best lesson, because you make things in that lesson. (LN6)
..it's more o f a hands-on lesson and when you've finished it, you've got something to 
prove that you've done it. In all the other lessons you're writing and only writing, but 
you can actually see what you've made. (BU5)
Pupils who said they liked making better than anything else attributed this to its 
difference from other school activities:
I think craft and that I do is important, 'cos it's a bit of, it's a break from, like, doing 
Maths and English, not always like writing and stuff. (DN3)
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Why is making your favourite?
Um, because I like getting down to the practical and you're using tools instead o f  your 
pen and getting down to tilings, um, just enjoy it. ( HBIO)
weIt give you, um, something to enjoy at school, instead o f just writing all day - and 
learn things out o f  it. (BG2)
It's a rest from always writing and things like that. (WK4)
Resistant Materials, they're my favourite lessons, because I really enjoy making things 
and, like I say. I'm not really academic and you get to see an end result than you do in 
other lessons and like if  you write an essay, it doesn't have any feelings, it doesn't 
come from inside you, it doesn't express you: it's just an essay. (RK7)
In explaining why they liked Art or D&T many pupils again mentioned that 
they wanted more time for these subjects and some of them said they would like 
less time for other lessons:
I think w e don't have enough time really, because w e only have, like, one session a 
w eek ...I think we should have about three double lessons a week or something, because 
I enjoy it. (DA4)
W ell, I have to say it because I enjoy Art but they seem really short, but Maths and 
Science seem  too long. (RK7)
If you're getting into it, you're making something. I'd like the Technology lessons to be 
longer, but other lessons I'd like to be shorter. (BG7)
One reason pupils gave for preferring making was the opportunity it afforded 
them to work with their hands:
I like working with my hands and use my hands to actually construct something. (FF2)
O f all the things you do when at school, which are your favourites and why?
Clay work in Art.
Why would that be?
It's practical, you can use your hands a lot. (FF9)
I just like using my hands and I like to see the results when I have finished. (RF5)
I just like using my hands really, to see what I can make. (YF6)
They also talked about the enjoyment they derived from the process of making:
I just love producing it, because I love watching how it changes as you go through it. 
(TD15)
Um because it, you can see it getting bigger and better. (HB6)
4.8.3 Other Preferences
In reply to this question a few pupils named English, Maths, Science, foreign 
languages. Music, Geography, Drama, Food Technology and RE. Other 
favourite school activities named by a single pupil were: (i) philosophy; (ii)
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'seeing my friends' (HA5); (iii) 'getting out of lessons' (BG6) and (iv) 'walking 
out at 3.30' (BG12).
4.8.4 Summary
The strong preferences for either Art and D&T evident in previous responses 
was reinforced when they were asked directly to name the favourite things they 
did at school. These answers also revealed gender differences, especially in the 
case of girls’ preference for textiles.
The sampling criteria may partially account for the way pupils replied to this 
question. However, they do not fully explain why these subjects were so 
popular. Pupils repeatedly told how much they enjoyed the opportunity to 
engage in a physical activity and use their hands to produce tangible results. 
This was the case, whether or not they had been labelled academically able.
4.9 TRIANGULATION WITH TEACHERS' VIEWS
4.9.1 What Motivates Pupils
4.9.1.1 Achievement
Teachers were asked which factors cause pupils to enjoy and work hard at craft. 
As was the case with findings of the National Survey (Part 1), their replies 
emphasised pride and a sense of achievement:
They achieve and see achievement. (RFax)
Discovering a success, discovering that they can do it, seeing materials transformed: 
quite a little miracle. Watching that process o f  something, a big lump o f  something 
being transformed. (RKah)
Whereas the above quotation refers to process, they more commonly 
emphasised the association of pride with product, that is 'that great feeling of 
job finished, of accomplishment' (DNdh):
Finishing work, the carrot o f being able to have done something and say: 'look what 
I've done'. (DAay)
They make things and they feel proud. And they have a product at the end, something 
to show for it. TTiey have it in their homework book in other subjects, I suppose, but 
this isn't the same. (TDdh)
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Showing successfully completed artefacts to parents was a source of pride, 
according to many respondents:
Success: one success w ill bring about a further two years reasonable response. If he 
takes it home to show it to Mum and Dad he'll be over the moon and then he'll [choose 
to] take the GCSE. (YFha)
Success is the main thing. Past success creates a traditions o f success. They see it 
happening: Year 7s see Year 11s, it's in the room, developing. Success generates 
success: it's a unique experience where they can produce a one-off original and they 
can take it home and get praise. The object itself: they recognise quality in their own  
and other's work It's an enjoyable experience for the pupils, they get pleasure and are 
proud o f it. (KYha)
That great feeling o f  job finished, o f accomplishment.... they take home a realised 
work and in some cases it's one o f the few areas where they have success...pride 
carries through, achievement, success is vital and then you can take them on. (DNhd)
They get a tremendous sense o f achievement and satisfaction in being able to say: I 
made that and they can take it home and get praise from Mum and Dad and Grandmum 
and Granddad and it's something that's relevant to their life now in a way that other 
subjects such as English isn't. (HBdh)
4.9.1.2 Enjoyment
It was common for teachers to claim that the enjoyment is an outcome of 
engaging in craft processes:
They don't get enough making now but when they do they enjoy the making (not the 
planning) and it's different from what they do in other subjects. (HAad)
They enjoy making things, enjoy the hands-on experience. (DNdh)
If you ask a pupil what bit o f work they did that they value, it's always something they 
did [in craft lessons]. If you see them years later, they tell you they still have that pot 
on the shelf. They enjoy this subject a lot. (RFax)
Teachers repeatedly said that pupils enjoy and work hard at craft because they 
appreciate the opportunity to engage with the physical properties of materials 
and use their hands:
I think they like the hands-on experience. (NAah)
W ell more than anything they enjoy the physical qualities o f doing it, the excitement o f  
getting their hands dirty. (MGah)
The tactile nature o f  the medium, especially clay. (FFah)
It's more tangible than 2D work. Once I introduce the concept that they're using other 
senses, tactile sense, that generates great interest. (LNah)
Physical involvement is a big plus, they like to feel they're doing things...delight in 
handling materials, they love printing because o f  its tactile nature. (RFax)
Another common response was to call attention to the fact that it is 'something 
different from writing' (CLah). In particular to explain pupils’ enjoyment in
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engaging in craft activities as being a consequence of the fact it involves 
physical action:
The atmosphere that's created. There's interaction: it's not a sit still activity. (RFax)
It's a very action oriented experience, rather than sitting in chairs. They enjoy the 
action o f  it, o f  moving around. (NAah)
Teachers contrasted engaging in craft at school with other kinds of learning:
By and large kids enjoy the workshop time more than in any subjects. I know the kids 
enjoy it in this school. One o f the things that makes them enjoy it is they've got a thing 
they can be proud o f  at the end o f  it. (BGdh)
I certainly think there's a pride in making, a desire to make things w ell, because it's a 
different form o f learning. (RFah)
Some D&T teachers stressed that pupils enjoyed making but not designing and 
evaluating aspects of craft projects:
They work hard when they enjoy it. What they enjoy is making. Not designing. No 
point in all this designing. They dislike it. It's when they do the making that they really 
enjoy themselves. (TDdh)
They enjoy making very much, more than the other side. Technology, design, 
evaluation etceteras they like less. (RFdh)
4.9.1.3 Relevance of Projects
The other main response to this question about what caused pupils to work hard 
and enjoy craft was to stress the importance of ensuring projects are relevant to 
pupils:
Making something that they see a need for. If they see no need for it, they see no need 
for doing it. (RK&i)
Quality o f  the challenges that teachers put before them. Most kids wish to make things, 
because it's so different, so the only thing that puts them o ff is the teacher setting bad 
challenges. (RFah)
Art teachers claimed their projects were popular with children because, in the 
words of one, 'It gives them freedom' (BUax). They contrasted this with the 
prescriptive nature of projects set in D&T :
I'm  pretty sure they enjoy it because there's nowhere else in the school they have 
freedom. We are not asking them to make a spice rack, or a CD holder, w e get away 
from all that. (HBah)
Some teachers said it was important for pupils to see them making things:
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It's inspiring to kids to see staff making things, demonstrating things, that's important. 
(RFah)
4.9.1.4 Miscellaneous Responses
Other explanations for motivation were: influence of teachers (TDah, KYdh, 
BUah); influence of parents (FFah HBdh); influence of peers (BUah, DAay); 
relaxed environment (BUax); and good grades (TDah).
4.9.1.5 Summ ary
Teachers valued pride and a sense of achievement as educational outcomes for 
craft. They claimed that pupils enjoy craft a great deal. One main reason given 
was that it is a physical, ‘hands-on’ activity and another was its difference from 
writing. They were clear that pupils prefer making to other parts of the design 
and make process, such as designing and evaluating. Art teachers were 
convinced their subject provided pupils with freedom and made a point of 
contrasting this with the approach to making taken in D&T. Teachers agreed 
with pupils that they need to see them engaging in craft activities and 
demonstrating techniques.
1 had expected that teachers would want to talk to me about policy factors such 
as the national curricula or examinations, but none did. Anther concern that 1 
expected them to have was timetabling, but again this was not mentioned. It was 
also surprising to me that not one mentioned resources, especially in view of 
their answers to the third question about this, when many said this was an 
important factor in the successful delivery of craft. Moreover, they often 
mentioned this topic during informal conversations.
4.9.2 How Pupils Value C raft Education
The second question asked how pupils value craft in comparison with other 
things they do at school. In response teachers used the terms ’value’ and 'enjoy' 
interchangeably.
There was a discernible variation in replies, according to school type. In 
schools in blue collar catchment areas, teachers said that pupils valued it highly. 
However this was not the case in schools in white collar catchment areas, 
especially in the opinion of D&T teachers. For example, the head of D&T at a
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boys' independent school answered: 'Here very badly. ' When I asked him why, 
he replied: 'Because they don't see the relevance of their practical education, 
compared with the aspirations that their parents have for them. ' (MGdh). At a 
school situated in a prosperous suburb, the head of textiles answered: 'I think 
parental pressure suggests that our areas are less important. ' (FFdx) The head 
of textiles in a school in a prosperous, rural area said: 'W e've still got a long 
way to go, perceptions among staff and parents have to be raised...it takes a lot 
to convince them, it's a slow progress.' (Dndx) However, at a school close to 
two working coal mines the head of Art replied:
I would have thought they did, because the [catchment] area is high on manual skill, I 
certainly think there's a pride in making, a desire to make things w ell, because it's a 
different form o f learning. (RFah)
4.9.2.1 Non-academic
Many teachers commented that craft is valued more highly by less academic 
pupils:
They take home a realised work and in some cases it's one o f the few areas where they 
have success. (DNdh)
As a generalisation, the weaker the pupils, the more the emphasis is on the making. 
(BUhd)
Some I teach are problems elsewhere but are motivated here [in D&T]. Often the 
brightest kids lack confidence in practical work, especially girls. (HAdh)
We find the less academic value making, the more academic are creamed o ff to 
science, the more academic become arrogant, it's almost as if  they're above it. It comes 
from the social climate, the political climate. It comes from privilege. (YFah)
One teacher said that although craft was still valued highly by non-academic 
pupils, they valued it less than he remembered them doing in the past:
...there are factors in society, they don't make model aircraft, or play with meccano 
anymore. And then there aren't the apprentices there used to be in industry, I can no 
longer say: work hard at D&T and you'll get an apprenticeship because the factory 
phoned me up. It doesn't happen any more. There aren't the jobs that need people to be 
skilled at making. It's a pity. (TDdh)
4.9.2.2 Popular
Many teachers claimed that craft is more enjoyable than other school subjects. 
Some of them noted that pupils preferred it to other activities in Art or D&T :
They like it better than other things (except PE, perhaps) because they enjoy it, 
although an hour a week isn't long enough. (TDdh)
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...pupils really enjoy it, say: can we not stay, not go to Maths, or Geography, because 
it's engaging, you don't want to put it down. You also find a lot o f  behaviour problems 
classes, in my experience, they work like much better with making than drawing. 
(NAah)
They like it, they like hands-on, most children love it, they want to do it. They prefer 
this to painting. (BUah)
They value it very, very highly. In a survey, pupils valued ceramics as a favourite 
subject. Art and textiles came very, very high. (WKah)
I think they enjoy this because it's not all written work and theory, they can actually put 
their ideas into practice and achieve something. (LNdh)
4.9.2.3 Pride and Accomplishment
Pride and accomplishment were again regularly mentioned as significant 
educational outcomes for pupils:
Pride carries through, achievement, success is vital and then you can take them on. 
(DNdh)
They enjoy making things, they feel proud o f  what they've done, they have a pride in 
what they've done. (RFdh)
I certainly think there's a pride in making, a desire to make things w ell, because it's a 
different form o f learning. (RFah)
Once again, when mentioning pride it was common to talk about pupils bringing 
home what they made to show their families:
They all enjoy taking things home, they queue to pay their two pounds to take their 
clocks home, because they're pleased with them and they're proud o f them. (CCdh)
They're always proud o f  it, the vast majority want to take things [they have made] 
home. (CLdh)
4.9.2.4 Miscellaneous Responses
One teacher explained that pupils value craft because 'it's  a natural thing for 
boys and girls.' He continued: 'Both enjoy making things and it doesn't matter 
what ability you are either' (KYdh). Another teacher expressed a view that art 
and craft are the same thing:
They value skills but not D&T products. Skills are taught in the Art department as they 
need to know them, all the class don't do the same thing. Pupils don't distinguish 
between art and craft in the Art department. (TDax)
Other answers about how pupils value craft in school were: (i) Peer pressure 
determines how they value it; (TDah, DNah, TDay) (ii) 'They see its relevance' 
(RKdh) and (iii) 'The skills they use are all things they can use in life' (DNdx).
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4.9.2.S Summary
The responses to the question about how pupils value craft did not altogether 
corroborate those of pupils. It was reported in Chapter 5 that pupils in all 
schools, of all ages and abilities claimed that they placed a high value on 
making at school. By comparison, there was more variation in the teachers’ 
responses. The data from the teachers’ interviews suggest that craft is valued 
less by the academically able pupils and vice versa. They also suggest that craft 
is valued less in schools where pupils come from more prosperous homes. This 
discrepancy could have arisen because those academically able pupils who 
elected not to study a craft based subject for GCSE were not part of the sample. 
However, both Art and D&T are obligatory at KS3 and in most of the schools 
visited all pupils took one option from D&T at KS4. Therefore, it is reasonable 
to assume that only a small minority of KS4 academically able pupils were 
excluded.
However, a suspicion remains that the teachers concerned did not select 
academically able pupils with negative views of craft for interview, as 
requested. Through talking informally to the teachers I learned that pupils were 
selected on the grounds of ability, not motivation. The pupils identified as de­
motivated by teachers tended to be low achievers in academic subjects, or SEN 
(Special Education Needs). (In informal and formal interviews, many teachers 
expressed a view that they would rather not have such pupils in their classes, 
because they are disruptive.) It appears probable, therefore, that the views of 
academically able pupils who were de-motivated to engage in craft were not 
fully represented in the sample.
4.9.3 Opinions about Resourcing
The final question asked how resourcing affects pupils' motivation for craft and 
quality of craft work.
4.9.3.1 Inadequate
During informal conversation, teachers frequently drew my attention to 
inadequacies in resources. Therefore, it was no great surprise that in answer to 
a direct question, they repeatedly claimed that resourcing for Art and D&T was
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inadequate and had a negative influence on pupils' motivation and quality of
work:
Proper resourcing is vital. Children sense when materials are second rate, i.e . papier 
mâché is cheap. Blue Peter. They don't try as hard...Children are asked to sometimes 
collect materials: fabric, tee-shirts for printing, any fathers who can supply off-cuts o f  
anything that might prove useful, but this has die disadvantage o f  promoting a Blue 
Peter approach. (FFah)
The central hub, if  they haven't got the resources they can't do what they need to do. 
Yes, resourcing is vital to what diey have to achieve. (RFdh)
Tremendously. No doubt about it. They need new stuff, they need change. It's really, 
really important. More money should be spent on it. (HAah)
One head of Art said his department was 'under funded in terms of contact 
hours and class sizes.' He added: 'Class sizes is the greatest under funding' 
(YFah). The view that reductions in time have a more significant effect on 
pupils’ work than physical resourcing was common.
Some Art teachers claimed that their departments were resourced poorly 
compared with D&T and vice versa. For example, a head of D&T replied: 
'Incredibly. All you have to do is compare the boy's attitude to Art with their 
attitude to CDT in this school' (MGdh). This confirms a finding of the parallel 
project (Bedford and Mason, 1997) that one or the other department in a school 
tends to be funded better.
4.9.3.2 Donations
Teachers told how they had to constantly solicit donations of materials from 
businesses and parents and sometimes even buy the materials themselves:
We rely on industry for materials, we are under-funded but w e get by because o f  the 
materials we use, diey are donated. (CCdh)
4.9.3.3 Quality of Teaching
However, many D&T teachers claimed that the quality of teaching is a more 
significant motivating factor for pupils than resources:
I ’m one o f  those old fashioned people who believe the teacher is the person who 
motivates people. (HAdh)
It's teachers who motivate much more than resources. It's the enthusiasm o f  teachers: 
that's infectious. (TDax)
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Our resources are terrible. Most o f  the tools are over twenty years old. But it doesn't 
matter. They share. They work in teams. They love making and they make do. They 
work well in groups. They help each other. (TDdh)
I don't think it has a big effect as people think it does. I've been to schools where the 
facilities were super dooper and I didn't see any difference in the work they did. I use 
off-cuts a lot, things I can scrounge. It doesn't affect the quality much at all. (KYdh)
4.9.3.4 Summary
According to Mason and Iwano (1995) at the time this research was carried out, 
there was a common view that reductions in resourcing, contact hours and 
qualified teachers were responsible for reduced opportunities for pupils to learn 
craft. In Art departments, in particular, the reduction of time for craft was 
explained as a consequence of poor resources. This was a reason given by 
teachers for reducing time for craft and having to set projects using cardboard 
technology.
When visiting schools, resources were scrutinised closely and I made systematic 
notes about craft provision. Whereas this varied considerably, a pattern 
emerged. It became obvious that schools had been substantially equipped with 
new tools and equipment for craft about twenty-five to thirty years ago, which 
in many cases had not been renewed. In D&T in particular woodwork hand 
tools were beginning to wear out; saws were missing teeth and chisels clearly 
could not be sharpened many more times.
Although some D&T workshops had been renovated within the last five to eight 
years, this rarely extended to craft tools and equipment. Exceptions were 
vacuum formers and other tools for working with plastic. Metalwork facilities, 
such as forges, were frequently unused and metalwork benches were in use for 
woodwork instead.
Renovations of workshops in D&T did not extend to textiles. Moreover, 
although consumable materials were almost always supplied in Art and for 
wood and metalwork in D&T, this was not the case in textiles. Pupils were 
bringing in fabric themselves for textiles in D&T, especially at KS4. I observed 
several classes where three pupils were sharing a single sewing machine. 
Although a few Art and several D&T departments had technical assistance, 
there was none for textiles in any of the targeted schools.
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In several Art departments I observed ceramics equipment in good condition, 
stacked away in a corner, unused and kiln rooms that functioned as storage 
cupboards. I also observed printing equipment that could have been used for 
textiles stored away in cupboards, or buried in corners beneath piles of potential 
still life props, such as bottles, tablecloths, old bicycles, jugs and rubber plants.
Overall, and despite notable exceptions, the picture of resourcing as observed 
was not quite as bad as the teachers described. It is to be expected that teachers 
will always want better resources for teaching their subject. However, it did 
appear that reductions in time together with increases in class sizes were having 
a detrimental effect on the teaching of craft, especially in Art.
4.10 KEY FINDINGS
The data from the interview questions reported in this chapter revealed (i) how 
pupils value craft in schools; (ii) factors that influenced their interest in 
engaging in craft at school (iii) their views about how it is taught and learned 
and (iv) differences and similarities between the way it is conceived and learned 
in the two subjects Art and D&T. It suggested that pupils enjoyed making in 
schools, although this was disputed by some teachers in the case of 
academically able pupils. Teachers considered pride an important educational 
outcome for craft and this was also a reason many pupils said they enjoyed and 
valued it.
Pupils had a common view of how making is best learned in all subjects. They 
said this was by means of demonstrations. They liked it better if they were able 
to develop skills in a specific medium. They liked making, rather than the other 
parts of the design and make process and particularly disliked evaluating their 
work. However, they recognised that designing is important for successful 
making at school. Resourcing was a major factor in craft at school for many 
teachers, but not for most pupils. However, several teachers acknowledged that 
the teacher was the more important factor.
Pupils expressed strong preferences for making in one subject or the other.
They made judgements about work in D&T on the basis of evidence of manual 
skill and effort and utility and in Art on the basis of appearance, personal 
opinion and aesthetic criteria. Some pupils stated that although aesthetic 
considerations were not addressed in D&T, they ought to be.
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In D&T, making was associated mainly with woodwork and sometimes with 
metalwork and plastic. Pupils conceived textiles in D&T as a separate subject. 
Male pupils liked woodwork and metalwork and females liked textiles. Attitudes 
to Art were not similarly gendered, although it was rather more popular with 
girls. Making in Art was associated with freedom, creativity and self- 
expression, while in D&T it was associated with structured learning and 
producing useful artefacts. These factors indicate that the three strands of craft 
identified in Chapters 1 and 2 continue to exist in secondary schools.
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CHAPTER 5
PUPILS’ VIEWS ABOUT THE VALUE AND 
CONCEPT OF CRAFT IN AND OUT OF SCHOOL
5.1 INTRODUCTION
In common with the previous chapter, this one describes data arising from field 
research, conducted between June 1996 and April 1997. Whereas the previous 
chapter reported on pupils' views of craft (interpreted as making) in school, this 
one concentrates on their attitudes towards it and how they valued it, in and out 
of school.
The pupil interview schedule enquired into ‘making’ and ‘practical activities’ 
outside school and also how they valued it. This wording was used at the 
insistence of the officers of the Crafts Council. They requested the use of the 
term 'practical making' because they wanted to encourage responses about such 
things as gardening and mending a bicycle which are not always considered 
'making' or 'craft'. As in the previous chapter, in reporting the data the word 
'making' is used, both for the sake of consistency and in order to faithfully 
report pupils' responses. At the end of the chapter an explanation is given as to 
why it seems reasonable to assume that when they spoke about 'making' they 
meant 'craft'.
The data are reported in the same sequence as the pupil interview schedule. 
Summaries are included, following the descriptive account of answers to each 
group of questions. In presenting the data, I was seeking to show how: (i) 
pupils value craft in their present and future lives; (ii) how they conceived craft, 
and (iii) which factors influenced their views about it, as well as their desire to 
engage in it.
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5.2 EXPERIENCE OF PRACTICAL ACTIVITIES AWAY FROM  
SCHOOL
Pupils were asked if they did any practical activities away from school. I had 
anticipated that they would interpret this as referring to: (i) making or mending 
functional things for everyday use in the home; (ii) making things for play or 
recreational purposes; or (iii) involvement in household activities such as 
cooking and gardening. With the exception of gardening, these were all 
regularly cited, but 'practical activities' was interpreted to include many other 
things.
Participating in sports of various kinds was a common response; other activities 
frequently mentioned were those associated with the arts, such as painting and 
drawing, playing a musical instrument and dancing. Flower-arranging, creative 
writing, helping on the farm and restoring vehicles were also cited by a few 
pupils.
5.2.1 Kinds of Activities
Of the responses that met my expectations, the most frequently cited was 
making various things for functional and recreational purposes. Examples 
include:
Woodwork with me Dad and building gates and stuff. (CL5)
Make, like, collages and models o f  things. (MG2)
I play Subbutio, yeah? So instead o f buying it, I can make it. (BG7)
Some pupils told me they had ability at making certain kinds of artefacts. For 
example one said: T 'm  good at making guns out of wood’ (LN3). Others 
volunteered that they enjoyed making away from school:
I do a lot o f crafts, I like making things. (C L ll)
I love to cross-stitch with Mum. (NA8)
When I get home, I like making things. (H B ll)
Girls frequently cited sewing and needlework and some added that they did this 
regularly:
I do quite a bit o f  sewing; I've always been making things, ever since I was young. I'm  
always knocking things up. (MK7)
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...I 'v e  just made a little patchwork, A-line skirt; I make a lot o f  clothes and I, like, I 
might make cushion covers and things. (TD15)
Many of them also said that they engaged in DIY or fixing things round the 
house, usually with a parent:
I help my Dad around the house and things, I help, like, decorating the house. (IV 12)
I've just made a gate. Me and my Dad are always making stuff, so I'm  always helping 
him. (RKIO)
Um, I help my Dad do some stuff, like decorating and stuff. Wallpapering. (IV9)
I do help my Mum round the house, just putting shelves up and that. (T D l)
Cooking was also mentioned by many girls and several boys:
I cook sometimes, things like cakes and biscuits... (NAIO)
I enjoy cooking... (BG l 1)
I like cooking at hom e... (H B l)
I sometimes, I make tea for my little sisters and sometimes I make Christmas dinner, 
because my Mum can't be bothered and that takes a long time. (LN4)
Pupils who mentioned cooking referred often to helping mothers, or 
grandmothers:
I help my Mum cooking som etim es... (HB9)
All the above responses tended to be gender specific, in that about twice as 
many females as males mentioned cooking, and all but one who mentioned 
sewing or needlework were female. On the other hand, an equal number of boys 
and girls said they did DIY or 'fixed things round the house', although, in this 
case, where helping a parent was mentioned, it was usually a father. An equal 
number of boys and girls said they participated in various sports, but the 
particular sports mentioned also tended to be gender specific. Boys played 
games such as football and girls went swimming or horse-riding.
The location of schools did not appear to significantly influence this data. Not 
surprisingly horse riding was only mentioned once by pupils at urban schools. 
One pupil at an inner-city school replied that she 'climbed in old buildings' 
(BG6). One of two exceptions was a school situated in a remote rural area of 
North West England where many children came from small hill farms. Here the 
boys said they helped on the farm and renovated old vehicles and farm
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machinery. One of them spent his weekends building dry-stone walls.
Responses from this school had a greater gender divide.
The boy's independent school was the other exception. Here the pupils 
interviewed said they did very little work round the home, although most of 
them participated in organised sports in their free time.
5.2.2 Responses to Prompts
After further questioning, pupils who initially responded that they did not do 
any practical activities outside school answered 'yes' to one or more of the 
following prompts about: (i) DIY or making things for everyday use in the 
home; (ii) model-making; (iii) cooking; (iv) gardening; (v) mending things and, 
more specifically (vi) mending a bike.
5.2.2.1 DIY
In response to the first prompt about DIY, many pupils said that they did 
engage in DIY activities, or make things for every day use at home. Gender was 
not a significant factor affecting their answers, although two of the girls who 
did not do any commented that their fathers did (IV8 and B G ll). There was 
considerable variation between schools in these answers. Pupils interviewed at 
two schools did not do any DIY at all. In two others it was very rare, whereas 
in others it was very common. The catchment areas of the schools do not appear 
to explain this and it is unclear why there was so much variation.
The kinds of DIY or everyday making cited were bookshelves and shelves, 
decorating and fixing things and making various artefacts. It was again common 
for pupils who did participate to mention fathers:
I make shelves with my Dad and things and, um, dog kennels. (YF2)
Sometimes I help my Dad, putting up shelves or something. (NA9)
I help m y Dad if  he's doing any decorating, or something. (KY9)
In our cellar there's a complete Victorian kitchen range, which I have put back together 
again with my brother. We repaired all the panel doors and re-hung them, as w ell as 
dismantled and repaired a mangle. (CAIO)
Me and my Dad make like, um, garden benches and, what's it called? Tubs, tubs for 
the garden. (KYI)
Sometimes help my Dad. He's a builder, I help him building stuff for the house. W e 
are building a conservatory, so I help him build stuff for that. (CC6)
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I do when I'm  at home, because my Dad is a decorator...I'm  helping him like most 
weekends, at the house, doing most o f the stuff in the house, so I do quite a lot, 'cos I 
enjoy it, it's fun. (HA4)
5.2.2.2 Model M aking
Pupils who, after prompting, gave affirmative responses to model-making 
tended to be males aged eleven to fourteen. Older boys said that they had done
this in the past but had stopped doing it, or were less involved. Most of the ____
model-making mentioned involved the use of kits, 'Airfix' being a favourite, 
although only with boys. The model-making mentioned by girls included 
furniture and plaster of Paris ornaments, both from kits.
Pupils who made models expressed enthusiasm for this:
I'm a keen model maker with the model kits, but I do a lot o f scratch building with 
figures, using spare parts, say, from Easterex, which is one o f  the foremost model kit 
manufacturers. (CAIO)
Yeah, I love models. I'm in the middle o f making a big Endeavour and that's 
difficult. I've made many others: boats, war 'planes, an Apache and, you  
know, those little paper models you get in shops. (YF6)
5.2.2.3 Cooking
When prompted about cooking most pupils, both boys and girls, agreed they did 
some. They added that they either helped their mothers or had to cook their 
own meals when they returned home from school. The amount and kinds of 
cooking varied, from preparing a meal for a whole family once or twice a week 
to beans on toast. Baking cakes was frequently mentioned.
5.2.2.4 G ardening
Gardening was not a common out of school activity. Those who did it were 
rarely enthusiastic and their answers implied an element of compulsion.
Sometimes, when Mum's been having a go at me, but I prefer not to. (DN7)
5.2.2.5 M ending
Those who, when prompted, said they mended things, did this infrequently:
On occasions, I might, um, if something's come off...but I don't much because [laughs] 
my Mum doesn't trust me much really. (MG8)
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One pupil spoke of mending many things:
Yeah, this cupboard came loose and I sort o f  pinned it together... and this cooker knob 
came o ff and I super glued it in, I do a lot o f things, I just can't remember them all - oh 
yeah, I mended a mirror. (BG4)
Both boys and girls mended furniture and electrical appliances, especially 
computers:
Um, well w e have got a computer and I know quite a bit about that, so I do fix that 
sometimes. (KY9)
Girls reported sewing on buttons or mending clothes:
Um, sometimes. I, like, sew up jumpers, if  they've got holes in them. (IV2)
Yeah, I mend all my clothes, when I rip them. (NA8)
Boys answered that they mended bikes. Some helped their fathers mend cars, 
and in one case his father's lorry. A few mentioned mending motorbikes. A 
fourteen year old boy said he mended a tractor and another, aged fifteen, 
mentioned restoring cars was his favourite activity outside school:
Vintage stuff. I'm doing a wagon at the moment, a Ford D . (RK2)
When those pupils who had not volunteered this information in response to a 
general prompt were asked specifically about mending bikes, the majority 
claimed to do so. They repeatedly qualified their answers by explaining they 
only did simple tasks such as putting a chain back on or fixing a puncture. Some 
girls said their fathers always did this kind of thing and one girl said her brother 
mended her bike.
5.2.3 Favourite out of School Activities
When I asked pupils to name their favourite activities away from school, I 
stressed that their answers did not have to refer back to the practical activities 
previously mentioned. The responses were wide-ranging and included both 
home-based, indoor activities such as reading, watching sports, shopping and 
outside activities such as walking, fishing, shooting, ten-pin bowling. Cadets, 
Guides and Scouts. Some mentioned pets and, in one case, snakes. A recurring 
response was going out or playing with friends. Those aged fourteen or more 
tended to talk about going out and socialising more, while younger pupils
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mentioned playing. More of these were female and the following is a typical 
response by a sixteen year old:
I really like going out with my friends, so I do that a lot. (T D l5)
Other activities mentioned were: (i) riding bicycles; (ii) using computers; (iii) 
watching television, and (iv) listening to music. Pupils who named computers 
were typically males. Riding a motor bike was often identified as a favourite 
activity by KS3 boys who attended schools in rural locations.
Responses to this question reinforced those given to the previous one. For 
example, cooking and drawing were common responses. Many pupils reported 
that playing a musical instrument was a favourite activity and some of them 
played in a band or orchestra.
Making things in general was identified as a favourite pastime out of school. A 
common response from boys aged eleven to thirteen was that model-making was 
a favourite activity. One eleven year old boy claimed his parents encouraged 
him to do this:
My Mum and Dad think it's good that I'm doing it, because she likes me sitting in my 
room and getting on with things. (NA2)
Another follow-up comment suggests that it was the process, not product this 
boy found most satisfying:
I like model making, 'cos I can relax making models and it gets me involved. (CLIO)
Another boy noted it was the finished article he found satisfying:
When they're finished, it's really good. (LN9)
Only girls named sewing or needlework as a favourite activity and one indicated 
she gained satisfaction from the end product:
I do like sewing...probably because you can get something out o f  it; once y ou ’ve done 
it, you've got something to show for what you've done, so I enjoy doing that. (CL8)
Another spoke about sewing and making items for the home with her mother:
We make big covers for beds. M y Mother makes covers for beds and toy boxes and 
things like that. She likes making things for the toy boxes and things like that, she likes
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to make, she likes hanging things from the ceilings. Stars and like that: she likes 
making them and I enjoy making them. (C L ll)
Family influence on making was mentioned by many:
I help my Mum do crafts, because she does ceramics down at Woldsworth. (TD7)
My uncle's a builder and he makes wardrobes and that and I help him sometimes. 
(BG7, male)
M y Mum thinks it's really good because she used to go to an art school and she gives 
me ideas [for the pots she makes at home] and most o f my family really like them, I 
give them as presents. (DA9, female)
Girls and boys claimed to undertake DIY activities with fathers, but not with 
mothers. Restoring vintage cars, mending motorbikes, mending a tractor and 
working on a farm were mentioned in a few cases.
5.2.4 Making Away from School
5.2.4.1 Kinds of Artefacts Made
In answer to a request for fiirther details about making away from school, pupils 
generally acknowledged doing some. A wide range of artefacts was again 
mentioned including: greeting cards, sculptures, ceramic pots, dog kennels, 
dolls houses, bike stands, garden furniture, signs for a stable door, table mats, 
picture frames, model animals and a model clown. Boys, mostly aged fourteen 
or less mentioned 'Airfix' models and girls mentioned sewing.
5.2.4.2 Location and Interested Parties
Home was the predominant location for making, specifically a bedroom, the 
kitchen, lounge, garage, shed, or garden. Other locations mentioned were a 
grandparents' or cousin's house, at Air Cadets or Girl Guides meetings, a club 
in the village and a nearby garage.
When asked who they made things for, the most common response was 
themselves; but it was also common to mention a member of their family.
Pupils also reported making artefacts for friends, or friends' birthdays.
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S.2.4.3 Sources of Ideas
The questions about who or what most influenced their ideas about making 
away from school revealed family members were an important source of ideas. 
When citing a family member, they mostly talked about parents, showing how 
important they are as role models. They also sometimes mentioned brothers, 
sisters, cousins and grandparents:
My Dad really, he got me into making them, because he used to make a few . (CCI)
Um, I think my Mum, because me and my Mum's got a lot in common, so if  w e get 
stuck w e just ask each other. (N A l)
Um, my Mum does a lot o f sewing, like cross-stitching and sewing and making things. 
(NA8)
Peers were also a very significant influence:
Um, well the models I buy from shops and some friends from school make them as 
well and introduced me to them. (MG2)
Television was another important source of ideas, especially for KS3 pupils. 
Younger ones specified children's programmes such as 'Blue Peter' :
....program m es on TV like art programmes, you know, like Tony Hart used to do 
Heartbeat and Smart. And Blue Peter sometimes. (RF3)
Many of those who claimed to be influenced by television were inspired by 
cartoon iconography:
Um, I just like watching, like, cartoon type programmes and get my ideas from it. 
(C C ll)
Um, mostly do something o ff  TV, or something o ff  cartoons. .. (KY4)
For many, pre-packaged kits played an important role. For example:
I found it in the shop and fancied a go. (LN5)
W ell, me and my sister used to collect all the match sticks o ff the floor...but we 
couldn't get enough and so my Mum said if  I could save the m oney, I could get one [a 
kit], I paid five pounds and she paid three pounds. It's quite cheap. (NA2)
For many pupils making in school often influenced making at home:
W ell, um, I made this dress because I saw the picture o f  it in our Textile lesson. (IV5) 
W ell, what we do at school, that's where I get my ideas from. (DA2)
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W ell, sometimes when teachers say um, what, how to make things....and I just think: 
I'd like to make 'em. (CC6)
. . . i f  w e make things at school, I probably want to try it at home. (NA9)
It's a mixture o f stuff, you know, the things you do at home relate to the things you do 
at school and it's the same thing, innit, it's connected, innit? (BG4)
For some pupils it appeared the source of inspiration was real world objects 
such as aeroplanes or cars. For example:
It's mainly because I like cars, so I want to make some. (H A ll)
Others reported that ideas were self-generated. For example:
I just think o f things. (IV9)
I haven't really got that many influences. I just use my head and if  it don't work, then it 
don't work. (BG7)
Um, w ell, I just made one up one day and my sister said I should do some m ore...and I 
just did 'em. (CCIO)
A few mentioned consulting books or magazines, but specified this was for the 
pictures:
I get some pictures out o f  books and magazines and things. (KY9)
Books ...encyclopaedias, I like the pictures. (RF5)
Some female pupils reported that their ideas came from shops.
5.2.4.4 Family Influence
Pupils were asked if a family member did any making. Normally those pupils 
who were making at home had a family member who made things, or earned a 
living from a manual occupation. Some of their fathers earned their living as: 
tailors, mechanics, decorators, architects, agricultural engineers, designers, 
furniture restorers, D&T teachers, builders, carpenters, factory workers and 
one child each mentioned walling and fencing contractor, sign maker and 
heating factory owner. Only a few pupils said fathers made things for reasons 
other than earning a living. They mentioned that they engaged in DIY activities, 
carpentry, upholstery and made plaster and Airfix models:
My Dad's a DIY freak...he loves DIY. The day he has off, I can guarantee h e'll be 
doing DIY. (B G ll)
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It was much less common to talk about mothers in relation to making. When 
they did the following leisure activities were mentioned: sewing, picture 
making, doll making and ceramics. The jobs mentioned were: framer, 
upholsterer, factory worker. A few pupils said their mothers used to make 
dresses for a living, but did not do this any more:
M y Mum used to make wedding dresses but this was before she had me and my three 
brothers, so she stopped that. (KY3)
Many pupils also reported that grandparents made things and these responses 
revealed a similar gender divide. Grandfathers did carpentry and metalwork, 
while grandmothers sewed, embroidered, or made tapestries. Other family 
members mentioned were uncles, brothers (but not sisters) and cousins.
More pupils knew somebody who earned a living making things than did not. 
The former appeared to interpret making in this context as manual labour. This 
included working in factories, or as mechanics. In many cases the person they 
knew was a family member, usually a father. Pupils from schools located in an 
area with a developed tourist industry mentioned expressive or traditional 
craftspersons, for example a blacksmith or potter.
5.2.5 Comparison of Making in and out of School
Pupils were asked in what ways the making they did at home was the same, or 
different from at school. Responses to this question clustered around those who 
stated a preference for home and others who preferred school. For some, 
resource issues were important.
5.2.5.1 Preferences for Home
Pupils valued making at home because they could do what they wanted. As one 
girl put it: 'At home you do it because you want to and at school you do it 
because you have to do it' (LN8). Another said: 'At school you just get picked 
things to do and you do 'em' (RK5).
At school they set topics and you have to make certain things but at home I can make 
what I like. (LNIO)
I can do what I want at home but at school you're told what to do. (BGIO)
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They emphasised that at home they produced work to please themselves, not 
their teachers:
You don't have the teacher around telling you what to do all the time and you can be 
free and do what you like [at home]. (LN4)
At h om e...I don't have to make it and I don't have to do what I'm  told and what and 
where and h ow ...I like it better at home because I can ask for help when I want it and 
need it and not when the teacher thinks I've done something wrong. (HB5)
[At home] it's my own time I do it in. It's something what I, m yself, wanted to do 
m yself, since it might upset my teacher or anything, you know. It's completely m y own 
idea. (T D l6)
Away from school...you  can put your own ideas into it, because at school you have to 
do it the way the teachers want you to do it but away from school you can do it on your 
own. (N A l)
Some stressed how much they disliked the restrictions on making at school, 
such as having to work in a prescribed way:
Um, at school we're more restricted, sort o f  and at home I enjoy going from one thing 
to another and scrapping it if  I'm bored. At home I have time and space around to 
decide how and what to make, but at school we're told how and what to make and I 
don't enjoy that much. (H B ll)
Another important factor in favour of making at home was not being subjected 
to peer pressure:
I don't know, I feel more relaxed [at home] and I feel as though I can do things 
different, because when you're at school and use something and do something really 
outrageous people will start taking the micky out o f  you because it's different and 
they've never seen it before. Whereas at home you feel more free and can anything you 
want. (BU5)
They repeatedly said they disliked the time pressure and deadlines at school:
W ell, I suppose you don't get quite so much time to do something, at school, or you  
don't really have long periods o f time to do it. You just have blocks o f  lessons but at 
home you can spend a couple o f  days on something and you can just keep on going 
instead o f  stopping and starting. (MK5)
....a t  school you tend to try and do things quicker, because you're working to deadlines 
and sometimes your quality isn't so good. (RF3)
W ell, w ell at school it takes more time because if  you need help it takes more time for 
the teacher to get around, what with big classes and it's just quicker and easier if  you  
do it in your own time. (N A l)
At home, it's easy because I have time, but at school we have to make it quickly, 
because we don't have much time. (CC3)
At home ...  you can make them better, because you don't have to rush it. (HB7)
At school... y ou only have a certain amount o f time to make it in and you have to make 
it good and quite quick and at home you have as long as you want. (B G l)
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It was common for pupils to voice satisfaction at not having to follow set stages 
in the design-and-make-process at home and, in particular, not to be obliged to 
provide written evaluations:
At school w e have to do it, but at home I can choose what to do and w e don't have to 
go through all the stages I do at school. I might go through some o f  the stages [at 
home], but I don't go through most o f them. I do some designing, but not much. (CL4)
W ell, at school, we're, like, given, told what to make, they tell you in steps, but at 
home you get to decide what you want to make in your own time and what and how  you  
do it and at the end, you don't have to do an evaluation and homework. (RF3)
A recurring theme was the greater ownership over both processes and outcomes 
that making at home affords pupils. This was mentioned obliquely in many of 
the above quotes and more directly in others:
I prefer at home because I do my own decisions and everything. (BG4)
I enjoy doing it at home because I can, you know, make my own designs or make my  
own ideas up and things. (C L ll)
At home, because it's my own - it's more personal to me. (CC8)
At home, because in the end, the stuff I make at school's no use to m e, it's just stuff I 
make for projects. (B G ll)
A reason several pupils gave for preferring making at home was because they 
could work on their own:
Doing it at home, because I like being on my own a lot. (CC9)
They regarded the lack of noise and distraction at home as a positive factor:
I like making thing at home, because it's quieter. (BUIO)
....[a t school] you can't just sit down and work at it, because you've got people 
interrupting you, people messing about... (CLIO)
W ell, say like at school it's all noisy, but away it's quieter, like you can concentrate 
more. (R Fl)
One girl (KY8) said: 'your Dad can help you more [with making things] than 
the teacher can at school'. Being in the company of a family member, especially 
a father, was a common explanation for preferring to make at home.
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S.2.5.2 Preferences for School
Although it was more common to state a preference for making at home, there 
were some pupils who preferred making at school, mainly because they liked 
being with their friends:
At school.. .you can talk to lots o f people while you're doing it. (HBIO)
...because you're with your friends and you can have a laugh doing it. (NA8)
Making at school you've got more materials and it's fun because your friends can see 
what you've achieved. (DA5)
Another reason was because they received less, or no help, at home and at 
school they could learn more:
At school w e have, like, instructions o f  what to do and it's easier, but at home, like, 
you don't have as much help as at school. (HA4)
I think at school really, because I'm learning more. At home I do it really, I don't 
really learn about it. (YF6)
You can fall back on teachers at school, I suppose. (MG4)
One fifteen year old boy identified passing exams as an incentive for wanting to 
make at school:
When you're at school it's for exams, you put more effort into it, don't you? (RK2)
5.2.5.3 Resources
Responses to the question about similarities and differences between making at 
home and school also referred to resources, with pupils generally claiming they 
were better at school:
Making at school, you have all the equipment you need and making things at hom e you  
don't necessarily have enough. (DA4)
Despite acknowledging resources at school were superior, many pupils 
reiterated that they preferred making at home:
W ell, it's a lot more advanced at school, because you've got all the lathes and the 
machinery and that.. . .but it's more fun at home really.. .because you can make what 
you want really. (DA7)
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Others claimed they had better materials at home. For example one boy cited 
lack of resources at school as one of five reasons why he preferred making at 
home:
At home, away from school I like making it...because at home you've got more time, 
you've got nobody to disturb you and you've got all the stuff in front o f you: at school 
there's only two scissors and you have to wait around and people bug you and time goes 
by. (YF5)
One boy (TD3) noted that he had to buy his materials at home, while at school 
they were supplied. Finally, a few pupils were reluctant, or unable to express a 
preference for one or other location.
5.2.6 Summary
The data revealed that a large number of pupils engage in practical activities and 
make things out of school and that making was the favourite out of school 
activity for many of them. It is clear that the influence of other people was an 
important factor in determining whether or not these pupils did any practical 
activities outside school. Some mentioned the social advantages of participating 
in a sport. They were influenced by peers, teachers at school and especially by 
family members. In this research many pupils reported having a family member 
who earned a living through manual labour, or engaged in manual activities 
during their free time. Those pupils who did were much more likely to make 
things outside school than those who did not. The influence of mothers was a 
significant influence on whether or not girls did any sewing, while the influence 
of fathers on both boys and girls was significant in determining their 
participation in practical activities around the house, such as DIY. Other family 
members, grandparents in particular, were important role models.
It is significant that pupils reported school influences making at home. They 
tended to prefer making at home, because of the greater time and freedom it 
offered them. Many of them emphasised the advantages of being free of time 
pressures at school and making to please themselves, rather than teachers. Older 
pupils complained about lack of time at home, due to school homework. Many 
pupils, aged between fourteen and sixteen, also had jobs, which were time 
consuming.
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5.3 VALUE OF MAKING AT SCHOOL
5.3.1 Relevance to Future Lives
Pupils were asked if they thought learning how to use tools, equipment and 
materials and make things in school would be of use them in their future lives. 
Most pupils answered that it would be.
5.3.1.1 Home and DIY
The most common response was to mention its application in the home, doing 
DIY, or mending or making something:
I would think most definitely. Maybe not in my job, but definitely round the house. 
(MG8)
...to  make things in your home, you'll need to know about tools and woodwork. (YF9)
When I'm at home I could do wooden banisters round the front room. I've forgotten 
what they are called: bidets is it? Um, didays: it's the wooden plaques what go round 
the wall, is it beday rails, summat like that? [sic] (RF5)
Um, yeah, I do, 'cos even if  you don't go into a career using these techniques, you can 
use it round the house, you can go down to MFI and you can make it. (IV 1)
Do you think that learning how to use tools, equipment and make things in school will 
be o f use to you in your future life?
Yeah, it w ill, because if  you ever have your own house and to decorate things and if  
you had broken things in your house, you could do it, then it would be a lot easier, like 
most people have to pay people to mend cupboards and things. (CC3)
I think it would because you would be able to do a lot more things around the house and 
things and you could just do it yourself without having to call in an expert. I mean, 
some things you would have to, but just handy jobs and things you could just do it on  
your own, if  you know how to do it. (DA4)
5.3.1.2 Employment
It was common for pupils to say that it would help them gain employment, even 
though they could not specify which job, or career they intended to have:
Hopefully yes, because I want to do something along these lines when I leave school. 
(IV12)
Yeah, because I want to go into something that involves this. I don't know what, I hope 
something industrial, I don't know what. (HA5)
Many others said that it might possibly help them to earn a living:
If I decide to go into the family business I think it'll be handy. (MG2)
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I don't know yet, like I don't know, there is so much I want to do. I would like to: do 
you know the firm Scrap, Scrap? They make it all out o f recycled goods. I've just got, 
like really good ideas for making furniture and stuff. Like I went to Dublin at Easter 
and there is this great shop there and they make, like, curtains and stuff out o f  old 
jeans. It was amazing stuff, like household things made out o f  fabric and stuff. It was 
great and that's what I want to do, I think, for &e time being. (T D l5)
Maybe yeah, um, I could change my mind, say I want to be a decorator...or I could 
build things and sell them. Yes. 'Cos that would be really good, 'cos I like making 
things, that would be really good. (HA4)
Yeah, say you want to be a Technology teacher, you'll know how to use the stuff, 
you'll know what you're doing. (B G ll)
Some pupils specified a career in art and design, while others referred more 
generally to an intention to go to art college:
I want a career in design. (RK6)
I'd like to do art and graphics. (BUI)
Many of the boys who particularly enjoyed D&T planned to have jobs which 
involve practical skills:
I want to be a car mechanic. (RF4)
I want to, to go on and become an agricultural engineer. (RK2)
Yeah, because I want to take a job as a carpenter and you've done CDT, so at least you  
know how to use tools, otherwise you can't do your job. (BU5)
Being a design and manufacturing engineer. I'll need to know how to use different 
tools, to make and design the things I'm going to design. (FF12)
Fewer girls intended to go into a job that involve practical skills and those who 
did specified it would not be in what have traditionally been considered male 
occupations:
Yeah, because then I would like to do textiles and stuff like that...but I don't think I 
would be very good at carpentry, probably the whole building would fall down if  I built 
it. (BU12)
Many pupils spoke about increased competition for jobs and suggested that 
under these circumstances learning practical skills and knowledge would help 
them find employment:
...the jobs and things are getting harder and you have to know more things for jobs. A  
job normally takes in lots more different subjects than you originally started in and you 
need to know a lot o f  things. (WK3)
I think they're [practical knowledge and skill] becoming more important because more 
people w ill be able to make stuff and more people w ill be able to get better jobs. (BG9)
There's quite a lot o f  jobs depending on things like that... jobs are becoming hard to get, 
because people have to use those things, like my Mum's friend set up her own craft
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shop, set up her own business. She makes friendship bracelets, wooden aeroplanes, her 
name is Sally and she lives in Yewbry. (LNIO)
When those who had not mentioned a job or career were specifically prompted 
about whether or not learning how to use tools, materials and equipment and 
make things at school would help them to earn a living and if so how, they 
usually answered in the affirmative. Careers named by several pupils were: (i) 
designer; (ii) art teacher; (iii) mechanic; (iv) interior designer, and (v) vet.
Other jobs one or two pupils were aspiring to included: (i) blacksmith; (ii) 
builder; (iii) roofer; (iv) factory worker; (v) fashion designer; (vi) artist, and 
(vii) illustrator.
5.3.1.3 Character Formation
Pupils identified self-reliance as an important outcome of learning practical 
skills and knowledge at school:
Definitely, it gives you a wider range o f  ideas o f  what life would be after and if  you  
can cope with it yourself with no help, no teachers and things like that then you could 
just do everything basically. (FF l)
Um, I think, think they w ill be, yeah, because it might, might be the grades in the core 
subjects that get you a job, but having good grades in practical subjects shows you're 
more independent, more practical. (IVI)
Just, sort of, know how to use a saw and everything, you don't want to rely on 
someone else to do that really. Just how to use a saw. And some people w ill hammer a 
nail properly, or something like that...it just makes you say that you don't have to rely 
on other people, because you don't want to have to rely on other people all the time. 
(DN5)
I think so, because it gives a level o f independence and a level o f  confidence as w ell, so 
if  you actually come to make something like, you know, you need in the future, you  
know how to do it. (FF2)
5.3.1.4 Miscellaneous Responses
A few pupils considered that learning how to use tools, equipment and materials 
and make things would be of use to them as a hobby. One girl said it would be 
useful to help her to relax and one boy said it would help him to fix cars.
5.3.1.5 Summary
The answers to questions about the value of learning craft skills to their future 
lives accords with some utilitarian justifications for craft education reported in 
Chapter 2. Pupils understand that it helps them perform tasks to improve their 
homes, and think it will or might help them earn a living. It was common for
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them to have a clear idea about the kind of career they wanted to pursue and 
how learning practical skills at school would benefit this. These responses were 
gendered, with girls aspiring to work in fashion or interior design and boys 
wishing to work as engineers, carpenters, plumbers, mechanics. Some pupils 
mentioned making things as a hobby. Although many mentioned self-reliance, 
only one other less tangible benefit was mentioned, which was 'to relax' (NA7).
5.3 Value Measured agaiust other Subjects
Pupils were asked if they thought the practical knowledge and skills they 
learned in Art and D&T would be as useful to them for learning in other school 
subjects, such as History and Maths.
The majority asserted that they were all equally useful:
Yeah, I think all o f the subjects are good for me, because I'll be good at Maths and I 
can also learn to sew and use a sewing machine and use different tools. (IV8)
Because if  you won't be able to make something, then you won't be able to do nothing. 
(IV3)
Because these things you ought to have to know about when you're older. (C C ll)
Um, because you can't just have knowledge all the time. I mean, making stuff involves 
die future, it's a thing you have control of. (BG4)
Most of the others were divided between those who considered practical skills 
and knowledge would be more or less useful. In both cases respondents 
generally considered its educational value was vocational. Boys in particular 
stressed this vocational value of education:
Um, they'll definitely be a lot more useful to me, when I'm  older. Maths w on't be so 
usefiil, but I've got to do it. (RK8)
I think so, if  not more important, because I don't think you use (it depends on what 
career you do) I don't think you use Maths later on in life that much, apart from  the 
odd sum that you did in primary school. Algebra and all things like that, they're not 
used in everyday practical life, whereas skills learned in textiles and Art, I think they 
are, and DT, they're more practical. (FF4)
Typical responses from those who considered they were less relevant were:
Whatever you come to do, you need Maths for anything but, in this school. Technology  
is just making toys and things and that isn't much use for anything. (YF8)
Um, people, um, tend to look with higher regard at subjects you've done w ell at, if  
they're academic and because academic subjects w ill be more use to me in getting a job  
that I want. (HB4)
Um, well the top thing I'd like to do is dentistry, so I don't think it would help much 
there. (FF2)
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Another response from several pupils was that it would depend on which job 
they went into. A few pupils also emphasised that, although these skills would 
not be as useful as History and Maths, they would be useful nevertheless, while 
an opinion was occasionally expressed that Maths was more important and 
History was less important.
5.3.2.1 Sum m ary
Answers to this question indicate that practical subjects are valued by pupils, 
especially for future employment. This was not what I expected, because other 
research (e.g. Gerran and John, 1997) has suggested that pupils do not value 
practical subjects as highly as those that are academic. The difference in the 
findings might be accounted for by the sampling criteria and the fact that this 
research omitted the views of pupils who chose not to study a practical subject 
at KS4. However, the responses accord with answers to the previous question, 
which revealed that many boys intended to go into a job that requires practical 
skills. Whatever their opinion of the value of learning practical skills, they 
clearly understood the purpose of their schooling to be vocational.
5.3.3 Social Relevance of Practical Knowledge and Skills
Pupils were asked if they thought that practical knowledge and skills are 
becoming more, or less, important to people and the world today. More pupils 
said they were increasing in importance than not. Occasionally, the view was 
expressed that they are becoming more important to some people and less 
important to others, or that there is no change.
Pupils were insistent that, despite new technologies, hand skills are becoming 
more important for recreation and employment:
I think they're becoming more important. Although robots and computers are taking 
over um factories, skills are still needed to make them and they'll always be needed. 
And enjoyment anyway, with hobbies and things. (FF 12)
Yeah, more, mainly because the jobs are becoming so hard to get. (YF6)
I think they are more, I think that people, like they're tying them out a lot more. I don't 
think people used to like them but they like them a lot more now. I think they used to 
do them but they're actually learning now that it's quite good. (CC3)
I would, yes, because you need builders, more people to make furniture, you're getting 
more things needing to be built by humans, so definitely, yes. (MG8)
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Some of them even responded that hand skills are of growing importance to the 
world of work:
More, more important, because you need to be able to do more things now. To get 
anywhere, you have to be able to compete. The more you can do the better. (C L l 1)
More important, because if  you learn it at school, then you know it when you leave 
school, so it'll be easier to get a job. (BG6)
More important, because there are less jobs in other sorts o f jobs. And people can work 
in design. (CC9)
Pupils related this question to their own experience at school:
It's just that people from different schools are pressing that people should have a good  
knowledge in technology and things like that. (CL4)
They're becoming more important, because people have started to concentrate on that 
more, instead o f subjects like Maths and English and things like that. There is a lot 
more people, I feel, doing art and craft now. (CL8)
Fewer pupils considered that hand skills are becoming less important. They also 
referred to shifting patterns of employment, mentioning in particular that 
'computers are taking over more and more jobs' (HB4):
You don't need to make stuff now, because you can always buy it. You don't have to 
make your own entertainment. In the olden days, they might have had, w ell fifty years 
ago they might have made like, swords and that instead of, because they haven't got 
TVs. But now it's just computers and things. (DA7)
I think it's becoming less, because computers are used everywhere, so there's not many 
people making out o f  hand, people might want to make things out o f  hand, but the 
computers won't let 'em. (LN9)
I think more things like media and computers are becoming more important than skills 
in woodwork. I think people are more willing to pay someone to do their craft work for 
them than to do it themselves. (T D l4)
They're becoming less important now, because technology is increasing all the time. 
(HA3)
One pupil related this to the growth of self-assembly products:
Because, um, say if  you want to make something, say a table or something. You can 
get one from a shop in a kit, instead o f having to mdke it from scratch. (KY4)
Another pupil expressed the opinion that although these skills are becoming less 
important, they are relevant nevertheless:
I think that practical skills are becoming less important, because o f  what was done by 
hand in the past isn't so much but there again they'll always need machine operators 
and to maintain machines. You need a skilled person, so if  you're trained in that 
there'll always be work. (RK9)
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A third pupil noted that, although she did not personally agree that hand skills 
are becoming less important, this was 'the prevailing view'. (IV5)
5.3.3.1 Summary
I had not anticipated that a majority of pupils would consider that practical 
knowledge and skills are becoming more, rather than less important. I was 
particularly surprised how often pupils said they were becoming more important 
vocationally, in view of predictions made by economists and policy makers that 
these skills will become less important in the future (Elliott, 1999). Fewer 
pupils mentioned computers than I had expected. Answers to other questions 
indicated that home and family background influenced many of their views.
5.4 MAKING IN OTHER TIMES AND PLACES
5.4.1 Other Times
Pupils were asked if they thought it was necessary to learn about how and why 
things were made in the past and who did the making. Most said it was but 
some expressed the opposite view, while a few said it was sometimes necessary 
to learn about this but not always.
Some of those who thought it was valuable, were adamant about this:
Yeah, I do agree. You can get loads o f  ideas for m odem  things from looking at people 
in the past and I think that things were made well in the past, things like fiimiture and 
all different things like that. Everything was handmade. Whereas now, it's all made by  
machines and you can't really trust the making o f  things: they're all manufactured 
goods. It was more original a long time ago, as w ell, so I think we can learn a lot from  
looking at old designs. (FF4)
Yes, because, like you can find out like what it was like in them days and how  much it 
has changed. (N A ll)
Techniques and skills were the aspects of making in the past that pupils found 
most valuable for educational reasons:
Yes, it helps us a lot to know how they did things and how w e have advanced today, 
where, if  you get something wrong, you can go back to the old fashioned methods, say 
using glues. Some glues invariably never stick and I would rather a piece o f  furniture 
made out o f  good solid hardwood, with dove-tail joints, than hardboard and glue. 
(CLIO)
.. .people can carry on making them by the traditional way and so they can then show  
other people how they're made. (H B l)
178
Because you need sometimes the techniques used then, they are sometimes better than 
what w e do now, 'cos I was talking with my Dad the other day about something they're 
doing in engineering and it's like they're plating some kind o f material and it's a very 
old process but they're trying to adapt it, so I suppose it is important to know how  
things were made in the past. (FF6)
Um, yeah I think so because some o f the old techniques are very, very impressive and 
um, those traditional techniques are important as w ell. (IV1)
Pupils who considered it unnecessary suggested that the past is of little interest 
or even irrelevant to making in the present day:
. ...w e 'v e  got the tools to make them better now, so we don't really need to do it like 
they did it in the past. (DA2)
I prefer to concentrate more on what we're doing now than history and what happened 
before. It is nice to look at things people did before, but I prefer to concentrate on what 
w e're doing. (CL8)
5.4.2 Other Places
Pupils were asked if they considered that learning how, and why, things were 
made in other parts of the world and who did the making is important. The 
main response was that it is sometimes necessary for gaining ideas for their 
school work. In some schools visited I observed pupils being given projects, in 
either Art or textiles, which used images from a non-western culture as a 
starting point for design ideas. It may have been this teaching strategy they were 
referring to:
Yeah, because we live in such a, sort o f  multi society and everything from all over the 
world is mixed together, with styles o f architecture and everything. (T D l2)
5.4.3 Use of Resources
Pupils were asked about the best way to find out about making in the past or 
other parts of the world.
Responses were wide-ranging and commonly referred to: 'books' (IV2), 'by 
travelling to these places' (CC9); 'by asking people' (KY9): 'from the teacher' 
(IV6).; 'from a library' (CLl) and 'from television programmes' (N A ll) .
Fewer pupils replied: 'by using CD-ROM' (MG4); 'from computers' (CC5); 
'from museums' (TD13); 'from newspapers' (HA 12) and 'from encyclopaedias’ 
(RF2). They occasionally mentioned 'magazines' (FF4) and 'the radio' (YF7).
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5.4.4 Opportunities for Learning
Pupils were asked if they were encouraged to learn about how things were made 
in the past and in other parts of the world in Art and D&T. Although they 
commonly said this was the case, they qualified this with comments such as 'not 
a lot' (IV2), and some even replied 'no' (IV4). Almost all of them mentioned 
that this took place in Art lessons, in connection with learning about artists:
'We do some work on artists in Art' (LNl). Very few said they had been 
encouraged to learn about the past in D&T.
In some schools most pupils in some schools answered in the affirmative, while 
in others it was the other way round, showing that opportunities for this kind of 
learning are very variable.
5.4.5 Summary
In general, pupils considered knowing about making and makers from the past 
and other parts of the world is important. Observation in schools confirmed this 
happened more in Art than in D&T, other than in textiles. This correlates with 
the findings of The National Survey of Craft, Part 1 (Mason and Iwano, 1995).
Books continue to be the main way of accessing historical information, rather 
than computers or CD-ROM. Again, this correlates with my observations of Art 
and D&T lessons during school visits. I saw very few computers being used 
during D&T lessons and even fewer in Art. Although pupils used books more in 
Art than D&T, these were usually about famous painters from Western art 
history, most commonly Impressionists or Post-Impressionists. On each visit I 
checked resources in the library and found that book stocks varied considerably. 
When books about craft existed, they tended to be technical 'how to do it' 
publications. However, in every school library, the inspection of art, craft, 
design and technology books showed that they were rarely borrowed. I 
observed that when they were kept in Art departments, books were used, 
although few of these covered craft. The Crafts Council magazine Crafts was 
available to pupils in two Art departments.
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5.5 GENDER DIFFERENCES AND MAKING
Pupils were asked whether they considered what and how things were made was 
influenced by the sex of the maker. Most pupils denied there is a difference. A 
few answered 'maybe' (IVl) or 'it depends' (HA8).
5.5.1 Denial of Difference
A common reason given for there being no difference was to claim equality 
between the sexes as a fact. They made statements such as: 'w e're all the same' 
(BG5) or 'w e're all equal now' (KY2). Although this was very firmly asserted, 
there were indications that they had doubts about this. For example, one girl, 
who was quite clear that: 'w e're all the same' (YF9) acknowledged that not 
everyone agreed with this view:
. . . i f  you say to people: make this, they'll make this, they'll make it the same. But some 
people think girls make little pink teddies and boys make other things, but I don't, 1 
think w e're all the same. (YF9)
One fifteen year old boy said there was no difference then mentioned 
psychological differences:
No, not really, 'cos they say that males make very masculine things and females make 
it more feminine. But males have always got female [pause] feminine sides to them, in 
which they can either make things like you'd expect male stuff to be: strong and bold, 
and female to be all smooth and nice colours and soft. But sometimes males, men can 
do that kind o f thing as well. (BU5)
Many pupils noted that, although there was little or no difference today, in the 
past this had not been the case:
No, not now. It probably would've a few years ago, but I don't think it does now. 
(WK4)
...it's  always been thought that women can't do, say, car mechanic, or something. I 
read in a magazine actually that women in short skirts who pull up to car mechanics are 
more likely to be charged more, because they automatically think they don't know as 
much (that's a survey done by the RAC). But I think women are getting more noticed  
for their skills nowadays, instead o f  what it used to be like. It's like, I went to my 
mum's at Work Day and I know there's, like, a lot o f people went to places to see the 
different skills and I went to see my mum's, because she works at the borough council 
and I saw how much they use a computer to do their work and how they dispatch 
machines and keep in touch with people up and down the country. I think men always 
seem to know about the mechanical side o f things, but I think many more wom en are 
getting there as well. (MK7)
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5.5.2 Acknowledgement of Difference
The minority of boys and girls who said gender differences existed, tended to 
attribute this to the types of artefacts they made. For example, they observed 
that females make jewellery boxes. One boy said, 'females tend to make more 
practical and creative things' (IV1) and one girl said that 'girls make more 
practical things' (HA9). Another volunteered the information that 'boys make 
things to do with sport and action' (YF8).
They explained the difference in terms of sexual role conditioning for certain 
types of activities or processes. For example: 'females are better at sewing, men 
at woodwork' (FF2) and 'females prefer textiles' (CL8).
Other pupils explained that there is a difference because males and females have 
'different natures' (YF7). One boy said 'Males are more aggressive and this 
may influence it' (MG5); another boy said 'Men are more complicated than 
women' (MG6), while one girl commented that 'Females have patience' (CL4).
Several girls and one boy explained gender differences as a result of 
upbringing: 'They're brought up differently' (HB4). One girl thought it was to 
do with nurture and nature:
Um, yes, um partly because o f the stereotype that everyone has from birth and that 
affects whether they do well. And boys and g i r l s ^  different, w e have different minds 
and that affects our making, (HB4)
Both boys and girls explained gender differences as a result of physical 
differences. They claimed that 'males have more physical power than females' 
(K Y ll) or 'females are better at making small things, because they have smaller 
hands' (LN2).
One girl referred to her experience of making at school, claiming that textiles 
(in D&T) was gendered, whereas Art was not:
Do you think whether someone is male or female makes any difference to the way they 
make things and the kinds o f things they make?
It can do. They've got different ideas, males and females, how to do things. And the 
males take different subjects really. You don't get a lot o f males doing textiles, do you? 
Why do you think that is?
I don't think they like making clothes and things, that interests the females more, 
[pause] In ART, um, it's more equal really, how you make things. (FF 10)
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5.5.3 Social Taboos and Difference
Further questions probed as to whether they thought females were better at 
making some things and males at others. The fact that their answers 
contradicted those they had given before suggests a tension between what they 
understood to be the ‘correct’ view and genuinely held beliefs. The following 
dialogue with a girl is typical:
Do you think whether someone is male or female makes any difference to the way they 
make things and the kinds o f things they make?
No, because everybody should have equal rights to do anything 
they want.
Do you think that females are better at making some thing sand males at making others? 
Yeah, females are.
You do? What are females better at making?
Textiles and such like. There's no lads doing textiles any more, lads are coming back 
into making woodwork and stuff.
Why's that?
I don't know, I think lads don't like taking textiles, but I think they should, they could 
still like to use, to do textiles. But nobody wanted to. (FF 11)
Both boys and girls associated activities such as woodwork with males and 
others, such as textiles, with females. The following is a response by one boy 
who, in the previous question, had denied that making is gendered:
Females, I think are better at making sewing activities and men, I 
think might be a bit better at metalwork, or something.
Why is this?
Um [pause] I think really 'cos men are, they might take more 
interest in it, in men's crafts and females might take less interest 
in men's crafts than in women's crafts.
What are 'men's crafts' and what are 'women's crafts'?
I think men's crafts are mostly woodwork and masonry craft and 
women are mostly sewing, needlework... (YF6)
When making such remarks, pupils qualified them with comments such as:
'well this isn 't sexist.. .but... ' (YF8). The following pupil had also previously 
denied gender distinctions:
Yeah, I think so, um, probably in things like sewing, they [females] really have a better 
idea, [laughs] That's really sexist, isn't it? (RKIO)
In fact, it was clear that pupils did consider some activities as male and others 
female. Both boys and girls agreed that men are better mechanics: 'men are 
better at fixing cars' (NA4); 'better with machines' (R K ll); 'better at 
electronics and stuff (FF3); or 'better at engineering' (HBl). They also judged 
women better at textiles and cooking: 'women are better at cooking and 
women's jobs' (CCIO). Other relevant comments were:
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Men are better making things out o f  wood, metal, females working with clothes and 
that, knitting and that. (WKIO)
Females like making clothes and things you wear. And males like, males like vehicles 
and heavy things and stuff. (DN8)
I suppose boys enjoy and are able to do construction m ore...but girls are more able to 
do textiles and things. (CL8)
Some males are better at making some things and some females better at making some 
things than men, like knitting, females are better at knitting than men and men are 
better at mechanics than women. (YF12)
Several claimed the difference lay in the size of artefacts:
Men are better at making big, heavy things. (KY6)
Girls are better at making delicate things. (FF6)
Women are better at making pretty things. (BG12)
It was a common view that 'females are better at textiles' (WK12):
...g irls are more able to do textiles and things like that. (CL8)
Most o f the girls like it [textiles] but the boys don't like it, because they can't work the 
[sewing] machines. (YF2)
Um, sewing's what the females are better at than the males. (KY5)
Females are better at making clothes...and items like that. (FF9)
It was claimed that boys have no interest in textiles:
You don't get a lot o f males doing textiles, do you?
Why do you think that is?
I don't think they like making clothes and things, that interests females more. (FF 10)
Like when we made a cushion, the lads didn't like doing that, because they said it was 
for sissies. (NA3)
I don't think most lads are into textiles: they're not into making cushions and stitching 
and that. I think they're after a more macho look. (RF5)
One girl suggested this was the result of social taboos:
I think if  you were a boy you would be more interested in the wood side, or the 
electronics side o f  materials, whereas a girl, I think is more naturally inclined to want 
to do textiles, although there are probably lots o f  exceptions to that. But I think boys, 
even if  they are interested in sewing, they wouldn't be quite as open about wanting to 
do it, because o f  the stigma o f a bloke wanting to sew and everytiiing. (MK9)
Several boys identified feminine traits such as being conscientious and caring. 
Others suggested that females are 'more intelligent and diligent' (N A ll) and
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'take more care and pride than males' (IV12). One boy observed that 'females 
make more arty, creative things’ (IV12).
A few girls demonstrated an awareness that the family influences attitudes about 
gender:
I think if  you're a boy you're encouraged from an early age to help your fathers and if  
you're a girl you've been helping your mum, while your brother was mending his bike 
so you're always that bit behind. (LN7)
Women are still brought up to cook and sew and men are still brought up to be able to 
make wooden things. (D N ll)
5.5.4 Summary
Most pupils initially insisted that gender is not a significant factor in making. 
However, this was contradicted by the practice I saw in schools. In every mixed 
sex school I visited where pupils exercised choices about which subject to 
pursue at KS4, woodwork was predominantly, or exclusively, male and textiles 
was almost exclusively female. This is a further confirmation that the women's 
and workmen's strands of craft, identified in Chapters 1 and 2, continue to exist 
in schools despite equal opportunities policies. It also confirms research by 
Harding (1997) that found traditional gender stereotypes are stronger in D&T 
than in any other subject. It would appear that the message of equal 
opportunities policies was understood more in principle than practice.
It appears likely that schools are sending out contradictory messages about 
gender. Pupils' school experiences of making probably reinforce traditional 
views about this, since many of them identified woodwork as a male activity 
and textiles as a female one. Moreover, the role models for making in the 
sample schools visited were gender specific and stereotypic. In all but one, all 
the woodwork teachers were male and all the textiles teachers female. On the 
other hand the role models offered by Art teachers were more varied.
5.6 COMPARISON OF HAND AND MACHINE MADE MAKING
Pupils were asked if hand and machine made artefacts differed and, if so, to 
explain how. The majority said they liked and valued hand made things more. A 
few said there was no difference or that they liked or valued machine made 
things more and gave explanations for this.
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5.6.1 Reasons for Preferring Hand Making
5.6.1.1 Personal meaning
A common reason for preferring hand made artefacts was because they are more 
personal or individual: 'They are so much more personal' (RK8); 'They have a 
more personal touch' (NA12).:
With hand made things, it's more o f an individual piece o f  work and it's more 
personalised, because you've made it. (CCI)
Um, I suppose hand made things really are more pleasing, 'cos it's like a part o f  the 
character o f the person who made it, whereas with the machine it's all just, all the 
same, just all, like, mass produced and things. So a hand made object is more human 
really. (FF6)
...w ith  hand-made it feels nicer to know someone's made it for you, instead o f  a 
machine putting it together. (YF9)
Hand made things have a lot of, you know, says something about the individual who 
made it. (T D ll)
When a person actually makes something, they put their feelings into it, a machine just 
does what it's told. (GM2)
They also mentioned personal pride and satisfaction as a reason and based this 
on their own experience of making:
I think that I prefer to make things by hand than by machine. It's more satisfying to 
say: I've done this. You might be controlling the machine but it's not the same, at the 
end o f the day...I think the only purpose o f the machine is to make things easier, but if  
it's done by machine, the satisfaction's not there. (GM5)
Hand made things are more pleasing because you think: I've done that, if  you know  
what I mean. (NA8)
When I've done things by hand it feels really good. To other people it might not matter 
but to me it matters a lot. (CC3)
Even a pupil who did not consider hand made artefacts superior to those that are 
machine made, was nonetheless clear that making by hand is more satisfying:
What do you think the main differences are between hand and machine made things?
I think more people get satisfaction out o f  handmade things than with machines, like 
people who made them get more satisfaction and can say: I've made that, um, machines 
[pause] there's not many jobs where there's machines like in car factories there'd be 
about a hundred cars, maybe, with five people that are just managing machines, 
pressing buttons [pause]. I think more people would radier be m A in g  them than sitting 
there, pressing buttons and watching machines do it.
Um and do you think it matters whether or not the making is done by hand or machine? 
I don't think it really matters, but I just say I think most people would rather be using 
their hands.
And do you think hand, or machine made things are any more, or less, pleasing to look 
at, handle or use?
Machine things, what are made by machines can be looking better than what som eone's 
made with hand, but it's more pleasing and satisfying when you done it with hand than 
machine. (RF5)
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5.6.1.2 Uniqueness
Originality and uniqueness were also mentioned as reasons for preferring hand 
made artefacts: 'they’re more original' (CCIO), 'they’re really unique' (CC3):
Um, there's a certain quality o f  hand-made things and there are little differences, 
whereas man made things are all the same and there's nothing unique about them.
(KY9)
W ell, machine made things are all practically the same, everything is the same so, like, 
everybody might say: ah. I've got that and another says: ah w ell. I've got one o f  them  
too. But if  you've got some by hand, then you can't, you can never have anything the 
same as it. No matter how hard you try. So they say: that's an original one. And people 
like things better like that, because then they can say: well. I've got that and you can't 
have it, because it's a different one. (WK3)
Um, machine made things tend to be cloned, but hand made things tend to be special 
and unique. (B G ll)
I think hand made things have got more character about them. If you see, like Kermit 
the Frog puppets in a shop or something and they've all been, like, machine made, like 
production line kind o f  thing, they are all exactly the same and they are all like, they're 
all, they haven't got any errors on them or anything to make them individual, but if  you  
make something hand made then it's got your own kind o f  influence on it. I mean, how  
you make it, how you, like it kind o f thing and there isn't anything else in the world  
that is exactly like it. (M K ll)
5.6.1.3 Aesthetically Pleasing
In general pupils found hand made artefacts more pleasant to look at:
W ell, I think hand made are more pleasing to look at, because they look nicer. (YF8)
Hand made are more pleasing to look at. (CCI)
Um, hand made things are more pleasing to look at.
Why?
Because they're done by somebody and not by a machine. (CCIO)
Some explained that hand made artefacts have 'nice detail and decoration'
(BU3):
W ell, if  it's hand made you're likely to look at it in greater detail, because it's been  
done, if  it's got a lot o f  detail on it. You're likely to look at it more closely, to see how  
it's been done and what's been used to do it. (TD16)
Hand made things are more delicate and have more detail on them (R F ll)
Hand made things are always more delicate than machine. You can see the detail on 
them. Machine is just, kind of, straight line and, I don't know, they look easier, I don't 
know. (RF2)
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5.6.1.4 Techniques
Many claimed that hand made artefacts are technically superior. They stated that 
'A lot more care is taken with hand made things' (TD14), they are '...better 
built' (CC4) and 'By hand it's better quality' (CCI):
Um, machine made things are...just thrown o ff the production line, whereas hand made 
things have an element o f  care and skill in the making o f them. (CLIO)
I think hand made is better than machine made things because people have made things 
carefully, whereas machine made things, it's just been done quickly and put together. 
(LN9)
Whenever I see something that has been made by hand 1 think it must have taken a lot 
o f skill and things and when I think about it done by machine and things I think: well it 
was the machinery really. (DA4)
Um, you can, like, make it a better quality by doing it by hand. (N A ll)
They also claimed the speed of mechanised production causes these products to 
be inferior:
I think if  you're making things by hand, they can be much more thorough and well 
made: hand made is better quality, innit? Machines are quicker. (BG7)
W ell, hand made things are a lot smoother and basically better made than machine 
made, because machine made things are [made] a lot quicker and take less time and it's 
rushed and more likely to fall apart quicker. (BU9)
One pupil spoke about a human urge to make things by hand as perfectly as 
possible:
They can do them quicker by machine, but if  you do them by hand they seem  to be 
more, like there's a human making it, they seem to want to make it perfect. (BU3)
5.6.1.5 Time and Effort
For many pupils the human effort and time spent on hand made artefacts 
accounts for their superiority:
People who make things with their own hand, they have spent time over that particular 
things, so it makes it a lot better. (CL9)
Hand made things are nicer, because...som eone gave up their time to make it. (Y F l)
If there was a choice between something craft, or, like, machine, I would probably 
choose the craft one, because I think more time and effort has gone into it, to do that. 
(DA4)
Hand made things are better.. .because the man took time, but a machine can knock 
them out in no time, so I don't reckon it's good quality. (RK4)
Machine made things are more, they don't have the same class, I would say, that hand 
made things do. You look at hand made being more personalised than something made
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by machine, you can see the time and effort put into the hand made o n e ...if  I was going 
to choose something special, I think you can see the time that's put into it, I think I 
would choose that first. (RK9)
5.6.1.6 Miscellaneous Responses
Pupils commented that hand made things 'are more special' (RK2) and in one 
case this was linked to the idea that they require more talent on the part of the 
maker.
I think that hand things are more special to people than machine things. I feel this 
because it's like people who have made things with their hands obviously are talented, 
but people who have made things with machines can also be talented, but the machine is 
doing most o f  the work for you. (CL4)
...it's  nice, well it's really nice to have things that are hand made, it's a lot more 
special. (RK7)
One pupil explained that the very knowledge something was hand made gave it 
value:
If it's machine made, then it's like you've been cheated...knowing it had been done by 
hand was amazing, if  had been done by machine then I wouldn't have been interested. 
(GM5)
Another pupil attributed the superiority of hand made things to the process 
being ‘natural’:
Um, well, things that are hand made seem to be better quality, because, you see, people 
take more care o f them, because they're hand made and more quality...it's better than 
done by machine, because that's a natural process really. (W K ll)
One pupil noted that 'hand made things are put more effort into' (BG5) and 
another singled out that it requires 'skill' (D N ll). One mentioned that 'it's  
more of a value, if you do it by hand' (YF7), while another said that 'it puts a 
big price on it' (RF3).
5.6.2 Reasons for Preferring Machine Made Artefacts
The minority who liked or preferred machine made things explained this was 
because machines are 'more accurate' (WK6):
Machine made things are much more accurately done than by hand and therefore o f  
better quality. (HA9)
Um, machine made things I think would be more accurate and better made and things 
than hand work. (W Kl 1)
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I think machine made things are very, very accurate and...it can't be changed, it w ill do 
exactly what you tell it to do. It will be perfect. (GM8)
Many pupils who preferred machine made artefacts were referring to sewing. 
They commented that 'machines could do the work more faster' (BG9) and that 
machine made artefacts were better quality. One pupil explained this as follows:
Machine made things are a lot tighter. You cannot split them very easily, where man 
made things look a bit rough. You know, if  you get stuck and it is not rightly done, the 
rice comes out o f  the frog, or the stuffing comes out like that. (C L ll)
5.6.3 Summary
That pupils clearly preferred hand made artefacts was not the result I had 
anticipated. I was also surprised that many valued their uniqueness, since 
adolescents are reported to aspire to own and wear identical things (Danesi,
1994; McRobbie, 1994).
Answers to this question appeared to fall into two broad categories. Those that 
mentioned either the experience of making or the qualities of an artefact. An 
example of the former is a pupil who said ‘hand making is better because you 
can learn and get better at something’ (RF12). Her view, like that of many 
others, appears to have been influenced by actually engaging in making 
activities. In this case she did no making away from school and hence her views 
must have been formed at school. Based on their own experience, pupils again 
spoke of the pride that comes from making and the desire to make things to the 
best of their ability.
Culturally embedded values may explain why pupils consider making by hand to 
be more human and making by machine as alienating. This was very much the 
ideology of the Arts and Crafts movement as reported in Chapter 1. Their 
responses suggest this anti-machine aesthetic is extremely resilient. However, 
the high regard these pupils had for making by hand and the view that it is 
‘natural’ supports the theory that it fulfils a basic human need (Dissanayake, 
1992). As one pupil expressed it:
I prefer things made by hand because it's more natural. People who have made it can 
see it is more natural. With machines it is more, you can tell it is artificial...I prefer 
things made by hand. (DA6)
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5.7 CONCEPTIONS OF CRAFT, ART AND TECHNOLOGY
5.7.1 Craft
As noted in Chapter 3, in this research the Crafts Council substituted ‘making’ 
for ‘craft’. It was perplexing to me as the researcher that the national body 
responsible for promoting craft in education avoided the use of this key term. I 
speculated that the reason for this was a desire to avoid the negative responses 
by teachers, reported in the National Survey of Craft, Part 1 (Mason and Iwano, 
1995). Moreover the historical review of craft education showed it has often 
been associated with low status learning and considered old fashioned (Baynes, 
1998). According to Johnson (1998), there was a concerted effort by the Crafts 
Council during the 1990s to reconceptualise craft within education and the 
national curriculum.
On reflection, it may be the case that the definition used in the interview 
schedule (see Appendix 2) was too narrow in excluding activities such as 
cooking. However using a broader definition would have been even more 
problematic. I anticipated that this definition and in particular use of the words 
'craft materials' would mean that 'making' would most likely be interpreted, in 
this context, to mean 'craft'. In addition, I told all respondents that I was 
carrying out the research on behalf of the Crafts Council. Nevertheless, because 
of a residual concern, I added four extra questions to the end of the pupil 
interview schedule which asked pupils directly what the word craft meant to 
them.
5.7.1.1 'Making'
It is significant that the most common response was that 'craft' meant 'making'. 
For example, at one school (BG) seven out of twelve pupils answered this way, 
saying that craft meant 'making things, putting things together' (BG4) or 'craft 
is something that you actually make' (B G ll). This response was also common 
at other schools:
Craft means things that are made, or are being made. (RK2)
Making things, using different materials. (RK5)
Um, yes, craft is something (I think anyway) is something that you make. (YF6)
To me it just means making things. (NA7)
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5.7.1.2 Manual Activity
Craft was equated with making by hand, as opposed to by machine. Most pupils 
who mentioned this added qualifications, such as craft is 'hand made stuff that's 
nice' (NAIO) or that 'craft is, I would see a hand made product that has taken 
somebody's time and effort to make' (NA12):
Um, w ell, I think o f things people have made, like hand made things. (HB8)
Um, craft means, oh really means making things with your hands and special 
knowledge o f  something. (H B l)
It means something which has been hand made, had great care taken over it, is artistic 
and pleasing to the eye. (HB7)
It was common for those pupils who interpreted craft to mean making by hand 
to also mention that it has a ‘human’, or ‘personal’ element:
Um, it means making, to me it means som eone's made it for you, craft to me doesn't 
mean a machine has made it for you. (YF9)
Craft is, I would see as a hand made product that has taken 
somebody's time and effort to make. (NA12)
Um, it puts a more personal key on it, good craftsmanship means hand made, well 
made. (RK9)
5.7.1.3 Airport and Hobby Craft
Another association was with craft events they encountered outside school, 
particularly 'at craft fairs...' (DA4):
I imagine craft stalls: hand made and home made stuff. (RK8)
I like at craft fairs [how] people make things out o f wood and I really like looking at 
those things, I think they're amazing: things like carved mushrooms. (YF4)
I go to craft fairs in the summer and you see things and can see how it's made and 
think: that's a clever idea. My Dad does that. He goes to see things people have made. 
(MK9)
Outside school, it was also associated with 'things you get in a craft shop' 
(YF8).
You can see these special things in craft shops...you can pick them up and use them, 
they're very nice. (LNIO)
Many pupils associated it with tourist destinations, or what they had seen on 
holiday:
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I used to live in the Lake District and there is an awful lot o f crafts, (MK7)
Went to Canada and watched Indians make jewellery. (RF12)
I go down to Whitby with my Grandma...she always buys me one o f  those little ducks, 
or som ething...they make them themselves, you can see them making them. (WK3)
I've been to Malta, where I've seen some o f the people's craft up there and theirs is a 
different [culture] to the people who done it down Wales. It's much hotter, so they 
have, you know, they've got to do something that won't melt in the sun and that. (FF8)
...you  go to craft shops and you see somebody making something, like terracotta pots 
or som ething...like on holiday, or you might wander into one somewhere. (MK2)
I met woodcarvers, while on holiday... (H B l)
5.7.1.4 Skilled Knowledge
For many others it meant making carefully, or skilfully. For example one pupil 
who mentioned craft as a hobby said:
It means a lot o f people take it up as hobbies, it means making things really...m aking  
things carefully. (KY2)
For many pupils craft was associated with 'skills that they've learnt' (IV12) and 
skilful making:
Craft is something special, like very skilled when you make something. (KY8)
Craft m eans...how you make something: it's crafted well. (BGIO)
Um, yeah, I think it means to be able to make things and to be able to use your hands 
w ell. (HB9)
Craft was also associated with skilled knowledge of various media:
Craft, I think it would be, like clay's craft, there's all different crafts, woodwork's a 
craft, it's all different skills, that's it, they're different skills. (RK7)
5.7.1.5 Miscellaneous Responses
Sometimes it was defined by a certain material or medium:
Craft, it means when you go craft something out o f wood, or generally make it. (HB7) 
Pottery and things like that. (BG6)
Craft was a school activity for some:
Craft is all the things you make, or can be used to make like in Art or D&T. (IV5).
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One pupil stressed ownership:
It means that you've, like made something and it's your own and that you've used tools 
to make something out o f  wood, metal or plastic. (NA6)
Another pupil associated craft with high quality:
If my parents go out and buy a new table and it says hand crafted underneath it, then it 
sounds better made and more important. (Y F l)
Another associated craft with perpetuating a tradition:
. . . i f  you still do it now, it means you'll be able to follow on, like tradition. But if  w e  
didn't like do it, it would be the end o f that tradition and w e'll get fewer and fewer. 
(RFIO)
For one pupil only, craft meant 'how well you design and make something.' 
(NA9). This accords with the view of the Crafts Council, mentioned previously, 
which links making with designing.
5.7.2 A rt and Technology
When they were asked what the word 'art' meant personally to them, pupils’ 
responses focused on the concept of self-expression. They said it meant 'putting 
your feelings on paper' (YF9) or 'everything.. .that is creative' (HB4):
Um, it's expressing their feelings and what they feel about different things in any 
manner. (IV7)
Whereas they associated craft with making, they associated art with drawing or 
painting:
Art is more drawing than craft and I think craft is more to do with making. (IV 12)
This means like drawing, you know, like 2D is usually associated with art. Painting. 
(NA6)
One pupil was clear: 'I think of van Gogh and all them people when I think of 
that' (RK8), but others were more circumspect, claiming that it is difficult, or 
impossible to define art:
What is art? What's junk to one person could be art to somebody else. (RK9)
Art can be lots o f different things, because on the news there was this dog that chewed  
this thing up and they said that was art and that man who cut up a cow , they said that 
was art, so I think it's harder to say what art is. (BG7)
194
When asked to define technology, pupils associated it with progress, 'computers 
and more modern ways' (IV12):
Technology is more computers and craft is more hand making. (KY6)
Um w ell, the computers and all the m odem technology that's happening. Like there's 
the virtual reality. Them things. (YF9)
It means computers: I don't call cooking technology and I don't call wood work 
technology, I only call computers. (RK4)
That would be science, I suppose and computers. (NA6)
I look at technology as inventing and producing new products, say car manufacture and 
robots and improving the method and production, [pause] computers. (RK9)
5.7.3 Comparison of Terms
The last question in this section asked them if there were differences between 
craft, art and technology and if so what. Pupils’ replies confirmed that they 
understood them as distinctive concepts, at least in terms of school practice:
I think the main difference is everyone thinks technology is computers and craft being 
something you make with your hands and art something you draw. (YF4)
Technology is more computers and craft is more hand making and Art is...look ing  at 
things. (KY6)
In Art you do a rough sketch, technology a neat sketch and craft you make it. (RK4)
5.7.4 Summary
Pupils understood craft, art and technology as distinct concepts. That they were 
unable to provide a precise definition of art is not surprising, given that there is 
ambivalence about this amongst art educators (Phelan, 1984; Hughes, 1998) and 
in society generally (Steers, 1997). Technology was linked in their minds to 
progress, the future and computers. They did not intimate that craft was old 
fashioned, or to do with the past, although they did conceive it as the antithesis 
of technology and computers. Only one pupil explicitly associated it with 
tradition.
A significant finding for this research overall is that many of the attributes of 
craft in society reported in Chapter 1 were re-iterated by pupils. They 
interpreted craft in schools as making, usually hand or skilful making. Outside 
school, they associated craft with hobbies, tourism and craft fairs. In both 
contexts they stressed the attributes of skill, care and handwork and talked about 
craft as a natural, human and personal activity, often connected with gift giving.
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How they talked about craft correlates with the definition arrived at for this 
thesis.
The question remains however, when they talked about ‘making’, did they mean 
‘craft’? The following reasons are offered as to why they are synonymous: (i) 
the fact that so many of them defined craft as a form of 'making' ; (ii) the ways 
they spoke about ‘making’ correlated with the four strands of craft in society 
identified in Chapter 1; (iii) the fact that they associated ‘making’ with common 
concepts of 'craft' in society, such as application of hand skills; (iv) they were 
clear about differences between the concepts of 'craft' and 'technology' and 
'craft' and 'art' but did not confuse these with the school subjects Art and 
D&T, where they learned 'craft', and finally (v) because an explanation of 
what was meant by 'making' was read out during each interview (that it is 
'making in clay, metal, plastic, wood, textiles and other craft materials such as 
paper and card, but not food, painting, drawing, photography or printmaking on 
paper'). A conclusion was drawn that when pupils spoke about 'making' they 
also meant 'craft'.
5.8 KEY FINDINGS
The data in this chapter revealed that pupils are engaging in a wide range of 
practical activities away from school and that they value craft knowledge 
highly, in comparison with other school subjects and forms of knowledge. Most 
pupils identified utilitarian educational benefits of learning craft and many 
claimed it would be would be useful to them in their future careers. It was 
common for pupils, especially boys, to aspire to specific jobs, in which 
practical skills play a role. There was a clear gender divide between the kinds of 
jobs boys and girls aspired to and the kinds of crafts they liked. However, they 
were reluctant to admit to these gender differences.
Although their views about craft were influenced by peers, school and family, 
the latter exerted the greatest influence. Whether or not a family member 
worked with their hands, either as a hobby or job, was a the most significant 
factor in forming views. This influence was also gendered. The majority 
preferred to practice a craft at home rather than at school, but valued it in both 
contexts. Many spoke abut time pressures on making at school and it appears 
that timetabling for craft in schools is problematic.
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Pupils associated craft with hand work and viewed it as a natural activity. These 
views appeared to be derived not only from society, but also from their own 
experience of engaging in craft activity. Significantly, the attributes of craft they 
identified correlates closely to the definition used in this dissertation. There is 
evidence in the data to support the assumption that pupils interpreted 'making' 
to mean 'craft'.
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CHAPTER 6
PRACTICE AND PURPOSE OF CRAFT EDUCATION
6.1 INTRODUCTION
For this chapter, all the data collected by all the instruments in the fieldwork 
research were revisited and the findings that emerged were analysed and 
organised thematically. A total of eleven major themes that related directly to 
the overall research questions were identified. In analysing and synthesising the 
data overall, I sought to determine: (i) how craft is conceived and valued by 
pupils in Art and D&T; (ii) differences and similarities between the way it is 
conceived, valued and taught in these two subjects; (iii) what influences pupils' 
interest in craft; (iv) their opinions about how it is learned and taught and its 
educational relevance. The analysis was carried out in order to answer the 
research questions and draw conclusions in the final chapter.
Initially the data were cross-referenced and checked for anticipated variables, 
such as gender, age of pupils, school type, location of school, and NC school 
subject (Art or D&T). Where significant, these were mentioned at the 
appropriate place in the text. The most significant variable proved to be 
differences between Art and D&T and this is discussed at length. Gender was 
also important, particularly in determining the kinds of artefacts pupils made at 
home and their choice of GCSE options at the end of KS3. Age was less 
significant. Surprisingly, there was little overall, discernible variation in results 
from school to school, despite the fact that half were recommended for 
excellence in craft education and half were not. However, where these did 
appear to influence the findings, they are discussed. In particular, differences in 
parental occupations between school catchment areas appeared to be a factor 
that influenced pupils' views about craft.
As explained at the end of the Chapter 5, although the pupil interview schedule 
used the term 'making', a conclusion was drawn that pupils interpreted this to 
mean craft. The working definition of craft used for the analysis was the one
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reported in Chapter 1, because it encompassed concepts of craft in Art and 
D&T.
6.2 POPULARITY OF CRAFT EDUCATION
6.2.1 Unique Qualities
A key finding of the fieldwork was that craft is extremely popular with 
secondary school pupils. Art and D&T, the two main school subjects where it is 
taught, were commonly named as favourites. This confirms the findings of other 
research reported in Chapter 2 (Down, 1983; Ross and Kamba, 1997; Roberts, 
1998). Roberts (1998, p .4) found that whilst pupils enjoy craft, they 'do not 
enjoy, nor see the point of (what they see as) irrelevant "theory" or 
"paperwork", seeing neither of these as necessary in subject areas whose core 
learning is essentially practical... '.
A second key finding was that pupils liked craft based learning because it was 
conceived as different from the kind of work done in most other school lessons. 
These pupils enjoyed the physical freedom and sensory involvement it afforded, 
which is generally unavailable in other lessons. They resented having to do 
written work in practical lessons but spoke enthusiastically about craft in Art 
and D&T.
6.2.2 Classroom Environm ent
The difference between craft and most other school activities is encapsulated in 
the environment where it takes place. Like Physical Education, a subject that 
was also extremely popular. Art and D&T are taught in distinctively different 
environments from most school subjects. The ambience in them is also 
significantly different (Sikes, 1987).
One of the reasons pupils liked Art and D&T lessons was because they could 
talk to their friends. I observed that, although they commonly talked amongst 
themselves, their conversations were often about the craft they were engaging 
in. They also said they were allowed to have the radio on, which they liked. My 
observation of lessons confirmed that in most Art and several D&T departments 
radios or cassette players were playing pop music. Having the opportunity to 
listen to pop music probably linked these learning environments to the pupils' 
life-worlds in contrast to other lessons in school.
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6.2.3 Equality of Opportunity
For pupils who were low achievers in academic subjects, craft sometimes 
provided their only means of achieving success at school. On the other hand, 
another finding was that it was common for low achievers in academic subjects 
and particularly special needs pupils to be also given low marks in Art and 
D&T. 1 learned from informal conversation that teachers tended to confuse 
achievement with motivation and designated as de-motivated pupils who were 
also low achievers in academic subjects, some of whom were designated SEN. 
Analysis of the interview data showed that these pupils often did not complete 
artefacts, although they liked craft. This suggests teachers were confusing 
motivation and achievement.
Chapters 2 and 3 found that craft has always been afforded low status in British 
society and in schools has tended to be associated with low achievers in 
academic subjects. Moreover there is a cultural bias in British schooling and 
society in favour of academic subjects and against practical learning (Barnett, 
1986). Topping (1983) suggests that a large number of low achievers probably 
come from homes that value practical more than academic knowledge and 
therefore these pupils are more receptive to craft. It could follow, therefore, 
that craft is more popular with the academically less able. Harland et al (1995) 
carried out research which found that the higher the overall educational 
attainment, the lower the participation in Art at KS4. However, participation in 
Art is not the same as in craft, nor does it necessarily correlate with popularity. 
There are likely to be other factors and pressures that explain why the 
academically able do not choose Art at KS4. For example, they may well be 
pressured by family or school to select academic subjects.
In this research, craft was popular with children of high and low academic 
ability and from different backgrounds. A boys' independent school included in 
the sample had extremely high academic standards but craft (in Art) was very 
popular. Since there is a cultural bias for the academically able not to learn 
practical skills (Barnett, 1986), other factors must account for its popularity.
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6.2.4 Practical Knowledge
According to Perry (1987), children of all ages derive pleasure from craft based 
learning because it produces concrete outcomes and encourages thinking directly 
related to practical activity and everyday life, rather than the abstract kinds of 
thinking demanded in many other lessons, such as Maths. This view is 
supported by Ruddock et al (1996), who explain that secondary pupils' 
motivation for engaging in school work is largely determined by whether or not 
it relates to the 'real world', or at least to a world that they know.
Robertson (1989) stresses that a curriculum that ignores craft neglects vital 
human needs. It was reported in Chapter 1 that Gardner (1995) has identified 
six kinds of knowledge, the hierarchy of which is culturally determined. 
'Personal', 'spatial' and 'bodily kinaesthetic' knowledge can all be developed by 
engaging in craft. It follows from this that those who worry that craft does not 
stretch the intelligence of pupils (e.g. Down, 1986b) are referring to linguistic 
or mathematical knowledge. Craft enables pupils to discover knowledge which 
would otherwise be largely unknown during schooling, but which it is natural to 
discover (Robertson, 1989; Metcalf, 1997). Moreover, according to 
Dissanayake (1999), children have a much greater predisposition to learn craft 
knowledge than other kinds.
6.2.5 Manual Activity
A significant reason for the popularity of craft based learning is the opportunity 
it provides pupils to use their hands to engage with materials. As one 
academically able boy said: 'this is where you can really get hands on' (GM4).
It is clearly the case that pupils in this research welcomed the opportunity to 
engage with the materials provided in Art and D&T lessons. They stressed how 
pleasing it is to work with their hands. An explanation for this, according to 
Metcalf (1993) and Robertson (1989), is that engaging in craft re-directs 
experience back to the materials level and rewards senses other than sight, 
especially touch.
These explanations for the popularity of craft were substantiated by the teachers 
I interviewed. For example the head of D&T in an urban school in the north of 
England told me that in D&T : 'they get their hands on and hands on equals 
keeping them happy' (CLdh).
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6.3 MEANING OF CRAFT PRIDE
Another explanation for the popularity of craft based learning is that it 
engenders a unique sense of pride and achievement in pupils. This was apparent 
in most of the lessons I observed for this research. For example, I wrote in my 
notebook, following observation of D&T lesson at a comprehensive school:
Two boys came up to me and insisted on showing me what they were doing. They were 
clearly very proud o f  what they had accomplished: not so much the object, more their 
ability to have mastered the processes. Unasked, they explained all the processes they 
had gone through: cutting the perspex, heating and bending it, gluing it to the base, 
drilling shallow cavities in the base, filing and sanding the pieces. One o f  them  
volunteered: T really like these lessons an awful lot; I wish I came here every other 
lesson'.
This began a trend and one by one, or sometimes group by group, pupils would com e 
up to me to show me what they were doing: 'Do you Imow how I make this hole? Let 
me show you.' When a pupil had reached a certain stage, he or she would show it to 
their neighbours and soon several would be gathering round and admiring what had 
been accomplished. All comments I heard were positive. (Notes, CL, 15 October 1996, 
13.15 - 15.15, D&T, Year 7, 9 boys, 8 girls)
6.3.1 Handwork
The interview data reveal that many pupils attributed pride in their craft 
artefacts to making them by hand, which they contrasted with making by 
machine. As noted in the previous chapter, it was the toil and effort that using 
their hands required that contributed to their sense of pride.
6.3.2 Concrete Ontcomes
Pupils distinguished between pride in craft based learning at school and pride 
engendered by other lessons. Robertson (1952, 1961) concurs that the sense of 
pride acquired in craft based learning is unique. As explained above, it differs 
from the feeling of achievement gained in academic subjects because pupils 
have a tangible artefact they have made themselves at the completion of a 
project. In this research, pupils expressed pride in this physical manifestation of 
their learning and labour, especially if they had to persevere to finish it. 
However, they did not feel pride in uncompleted artefacts. This is significant, 
as they very commonly complained they were unable to finish their craft 
artefacts at school.
6.3.3 Self-confidence
The toil and perseverance associated with achieving success at craft may be one 
reason why some experts claim that it is character forming (Jeffery, 1985). As
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reported in Chapter 1, according to Osborne (1975, p.vi), craft pride is 'a 
genuine pride in the process of production itself, a pride which drives a man to 
make whatever things he makes as well as they can be, even beyond the 
economic consideration of reward. This...lies at the root of craftsmanship..'. 
Similar views were expressed by these pupils. For example, a fifteen year old 
girl said:
It's great to be able to make something like that from scratch and then have something 
you can be proud of. It gives you that confidence to be able to make something yourself 
and it makes you proud o f  yourself that you've actually managed to do that and you  
want to improve yourself and it gives you a lot o f  drive and it gives you the push you  
need to carry on going. I love making stuff, I really do. I think it's really satisfying and 
it's very important that you do it. (MK9)
The National Survey of Teacher's Views Part 1 (Mason and Iwano, 1995) found 
that the most commonly given justification for the educational value of craft by 
Art and D&T teachers was that it 'gives a sense of pride and achievement' 
(78.3%). Research by the National Foundation for Education Research (1998) 
also found that Art teachers said bolstering pupils’ self-esteem was the most 
positive outcome of their subject. The teachers I interviewed frequently 
mentioned pupils' pride in craft artefacts and reinforced much of what the pupils 
said about this.
The fact that pupils associate craft with using manual skills to produce a result 
which they worked hard on and feel proud of could explain why they dislike 
making artefacts out of card, or paper (cardboard technology). When I observed 
this being undertaken in schools, it was evident that less skill is required. For 
example in the Art Department of one school (BU), I saw Year 10 pupils 
making costumes out of cardboard boxes. These were rapidly stuck together 
with tape and then spray painted. Pupils did not express pride in them or other 
cardboard technology artefacts such as masks made out of paper and they rarely 
took these kind of artefacts home.
When pupils brought 'cardboard technology' artefacts along to interview, these 
artefacts were often falling apart and they appeared to take little pride in them. 
For example, one pupil brought along a 'costume for an alien', made out of 
'polystyrene, bottle tops, just odd things laying around like' using 'card, glue, 
staples and tapes, um Pritt sticks and s tu ff. When I asked what he thought of it, 
he replied:
I thought it was a bit boring, to me.
You found it boring to do, did you?
Yes, it was. It was all right sometimes, but at other times, like half way through the 
lesson, you'd get bored. (BU9)
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6.3.4 Positive Feedback
Another reason pupils gave for being proud of artefacts made at school, was 
that they were all their own work. That they chose to mention this is intriguing, 
since there is a sense in which all school work is their own. However, it 
appears they feel greater ownership over craft artefacts. Perhaps it is the 
physical nature of craft artefacts which more readily lends them to display and 
attracts praise from friends and family. The praise they received reinforced the 
personal pride they already felt.
The point about pride being reinforced by praise from home was made by the 
head of D&T at the independent school (Mgdh). He told me during an informal 
conversation that: 'Many children [at this school] would never have lifted a 
hammer before, but,' (he emphasised the ‘but’) 'the children feel really proud 
of what they produce, they take them home and treasure them. ' The head of 
D&T at one rural comprehensive school (HBhd) told me during a formal 
interview that pupils:
...g et a tremendous sense o f achievement and satisfaction in being able to say: I made 
that and they can take it home and get praise from Mum and Dad and Grandmum and 
Granddad and it's something that's relevant to their life now in a way that other 
subjects such as English isn't. (HBhd)
Other teachers confirmed this.
6.3.5 Self-worth
Pupils and teachers agreed that pride is brought about by producing physical 
artefacts and that there is a significant difference between this and the sense of 
achievement derived from other school subjects. They stressed that in this case 
pride comes from a different form of learning which does not necessitate 
writing.
A finding of this research is that there is a distinctive pride associated with 
craft, which stimulates pupils' desire to engage in it. This pride is engendered 
by developing manual skills and by persevering and being able to learn the 
discipline that is imposed by the materials and tools. In addition, it comes from 
creating a concrete outcome that can be shown off, used or displayed.
According to McKibbin (1991), manual workers experience a distinctive craft 
pride. Even if the work only requires a little craft skill, it can endow them with
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intense craft pride. A conclusion therefore is that successful craft education can 
play an important role in building self-confidence and self-esteem through 
imparting a sense of pride and accomplishment. Despite these findings about 
pride, it is highly doubtful policy makers would heed this as a justification for 
craft education.
6.4 DEVELOPMENT OF CRAFT SKILLS
Pupils’ preferences for one craft medium over another was a recurring theme in 
the data. Given that there are many craft specialisms in both Art and D&T, 
conclusions about pupils' positive and negative attitudes to craft at school need 
to take this into account. Moreover, there is a range of factors within each 
lesson that are likely to influence their views. For example, in this research 
some pupils said they disliked working with clay because it was messy and 
meant they had to dirty their hands. Others expressed apprehension about 
working in wood and metal workshops because they were afraid when using 
machines, such as rotary saws. Wood was commonly singled out by pupils as a 
favourite material. In part, this might be because it is the material most 
commonly experienced in secondary schools (Mason and Iwano, 1995).
The interview data as a whole showed that these pupils expressed a preference 
for working in a particular craft medium in which they had an extended 
opportunity to develop skills. For example, I visited a large comprehensive 
school (1,600 pupils) on the edge of a Midlands industrial city (CC). The Art 
accommodation was tidy and clean and reminiscent of the pristine condition of 
professional graphic design studios. The head of Art (CCah) confided to me that 
she disliked ceramics 'because of the mess'. On another occasion, she told me 
that her department had been forced to lose a member of staff, but she 
explained, 'this wasn't so sad, because it meant we could get rid of the [full­
time] 3D [ceramics] specialist'. Her bias against ceramics was confirmed by the 
present, part-time ceramics teacher, who worked two days a week. She told me 
that the head of Art 'doesn't like ceramics, she doesn't like the mess, she 
doesn't look sympathetically on it at all.' The ceramics teacher worked two days 
a week. Many pupils did not experience any ceramics in Art and for those who 
did, the experience was limited to an hour a week for half a term.
In this school, clay was not favoured by pupils. One pupil (CC4), came to the 
interview clutching a small ceramics object, about the size of an egg, which he 
described as being of 'the inside of a cabbage'. Outside school, he was a keen
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model maker and spent a lot of time with his father, making wooden models. 
The best thing he said he had made at school so far was a pencil case, in D&T. 
However, he expressed dissatisfaction with using clay. When asked whether he 
preferred making with a certain medium he replied:
Um, I like making things out o f  woods more than any others.
Why is that?
W ell, they're easier to use and get hold of, like clay is hard to get hold of.
When I asked what he found easy, or difficult, about making things at school he 
replied:
The way you have to handle it, like using clay, you can't handle it too hard or too 
lightly - you have to handle it just right.
Is that what you find hard?
Yep.
And do you find anything easy?
Easy? [He paused.] Woodwork - 1 fmd that quite easy.
Wood was the craft medium most commonly used in the D&T department at 
this school. The head of department (CCdh) explained that there was tension 
between his staff, who wished to teach 'a good quality of finish' and the 
headteacher, who wanted an up to date technology focus that would reflect the 
aims of local industry. The craft work I saw taking place there was:
...cabinet making, with dovetail joints being used in the corners o f  tables and a cabinet 
for a bass speaker... When this lesson ended and the teacher told them to start packing 
up, the pupils emitted a loud groan. (Notes, CC, 10 December, 1996, 10.05 - 11.05, 
Year 11, D&T, 3 girls, 14 boys)
An observable pattern emerged at this school about pupils’ preferences for 
certain craft media. Time and effort were spent on teaching woodworking skills 
and wood was the material most pupils said they liked. Six out of eight who 
expressed a preference, liked wood most. For example, I asked one pupil:
Do you like making out o f certain materials more than out o f others?
I like making things out o f  wood.
Why?
Because it always looks good at the end, like [pause] Art, you're more experienced at 
making things than you are in Art. (C C l2)
Another answered the same question by saying: 'I prefer woods, they're more, 
they're easy to work with. ' (CC8)
Similar results emerged at other schools, in that the medium pupils used the 
most was the one they preferred and found easiest to use. A fourteen year old 
girl replied:
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I do prefer wood and I think I prefer wood and plastic and things like that to papier 
mâché.
What about clay?
Clay, there is a limited time you can work on clay but woodwork and plastic and things 
you can spend longer time on it. (MK12)
In reply to the same question, another answered: 'Um, I probably like making 
stuff out of wood...because I think it's one of the easiest things to use.' (KY9)
Since wood is used most often, it follows that working with it affords them the 
greatest opportunity to develop their skills and capability. Although they less 
commonly claimed to like working with clay, this was their favourite medium in 
the two schools where a lot of time was allocated for ceramics. In one of them, 
a pupil said:
I think clay's more versatile than wood and metal, which I've only had a few  
experiences with. I enjoy clay most: it's manageable. (GM2)
At the same school, opportunities to work in wood were limited and pupils liked 
working in that medium much less:
...in  CDT, you're always using different tools and you never really learn how to use 
any o f them properly. (GM9)
The same views were expressed by pupils in other schools who had only limited 
experience of working with wood, such as this pupil:
Yeah, I find if  I'm  working in clay, it's a lot easier. I was never any good with wood  
making.
Why is that?
I was never really shown how to use it. My first attempt to make a money box in D&T  
was in wood and it was terrible. So I rebuilt the whole thing and made it out o f  clay. 
(TD14)
A finding, therefore, is that whether or not pupils have sufficient experience of 
a particular craft material to allow them to develop relevant skills is an 
important factor in determining their interest in engaging in craft. Pupils who 
had acquired a higher level of skill in a certain medium reported being 
engrossed and finding lessons too short. Moreover, those pupils who had prior 
experience of using a certain craft medium at primary school or at home and 
consequently had a greater opportunity to develop relevant skills and knowledge 
favoured it more than those who had not. This was particularly the case with 
girls who had learned to sew and use a sewing machine at home. For example 
one pupil (WKl) at a comprehensive school told me that her mother had taught 
her sewing and embroidery and Textiles was her favourite activity at school. A
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pupil at a grammar school said that her mother sewed 'and she likes to cross 
stitch and I like to cross stitch' (MK7). In this case, since they often referred to 
mothers it seems likely that their preferences are also influenced by factors 
other than school. The influence of family background on how pupils apprehend 
craft in schools is discussed next.
6.5 INFLUENCE OF FAMILY
The pupils in this research commonly mentioned a family member in connection 
with craft at home. The data showed that many pupils gained praise and 
approval from close family members for craft artefacts they had made at school 
and this was confirmed by their teachers. Where there was a family member 
taking an interest, it was clear that this person was very influential. It seems 
that parents, grandparents or other close family members who engage in craft 
influence children to do so as well. According to Durkin (1995), family 
influence overrides peer pressure for teenage children. In this research, when 
talking about influences, pupils mentioned family more often than friends, or 
teachers.
6.5.1 Gender
Another finding was that parental influence is largely gendered, with female 
relatives helping girls with sewing and needlework and male relatives helping 
boys with woodwork and metalwork. Female relatives help both boys and girls 
with ceramics, while both girls and boys help male relatives with DIY.
6.5.2 Variation between School Catchment Areas
Although overall most pupils mentioned the influence of family members, there 
were noticeable variations between schools. At the boys' independent school, 
no pupils mentioned a family member when talking about craft activities outside 
school, apart from one who said his father owned a factory. However, at an 
inner London comprehensive school, ten of the twelve pupils selected for 
interview mentioned the influence of family members as follows: dad and 
brother (BGl); nan (BG2); brother, mum, dad, granddad (BG4); cousin, dad 
(BG5); brother, mum, uncle, granddad (BG7); mum, dad, cousins (BG8), 
brother, aunt (BG9), dad, mum, sister (BGIO), dad, mother, brother, granddad 
(B G ll), mum, dad, brother, uncles, cousins (BG12). At this school it is also 
notable how frequently family members were referred to in interviews.
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It does not follow, however, that because a family member is not engaging in 
practical activities, pupils necessarily form a negative view of craft. At the 
boys' independent school, pupils had a large amount of experience of working 
in ceramics in Art. On the basis of this, they had formed very positive views of 
ceramics, which they enjoyed. It would appear that for these boys, the 
experience of engaging in craft at school had positively influenced their views.
However family background also had an important influence on these boys’ 
views. There was a strong contrast between these two schools in pupils’ views 
about the relevance of craft education to their future lives. In the case of the 
inner London comprehensive school, pupils mentioned close family members 
who earned their living through manual labour, such as builder, roofer, 
decorator, tailor. All but one of the pupils interviewed were certain they would 
earn their living in a job requiring manual skills. One pupil noted that learning 
these skills at school would enable people 'to get better jobs' (BG9).
In the case of the boys' independent school, there were only two boys who 
believed there was any vocational relevance in learning craft skills at school.
One was considering taking up dentistry (MG5) and the other entering the 
family business: a heating equipment factory (MG2). Otherwise they were 
emphatic that craft skills would be of no relevance to their future careers. As 
one boy said:
Not for me. My Dad seems to think I should be a lawyer and follow  his footsteps, but I 
want to be a businessman, or a politician; my Mum thinks it's too low  a wage, a 
politician. (MG6)
It seems likely that the social class of families influenced these views.
According to Chazan (1992, p. 172) ' ...social class is a highly ambiguous 
concept, but the links between social class and educational achievement and life 
chances have been consistently established by research studies in the UK, no 
matter which definition of social class is used'. Topping (1983) pointed out that 
families of manual workers value practical skills and knowledge over academic 
forms learning and this view prevails, irrespective of any influence flrom school. 
In this research, almost all boys and most girls who came from blue collar 
backgrounds expected to earn a living in a manual occupation.
Another significant difference between responses in these two schools was that 
in the inner London comprehensive, where most of the children came from blue 
collar background, D&T was much more popular than Art. At the boys'
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independent school, on the other hand, the opposite was the case. In general, 
the data suggests that children from blue collar backgrounds tended to favour 
craft in D&T, while children from professional backgrounds favoured it in Art. 
How craft is conceived, taught and learned in these two subjects is discussed 
next.
6.6 STRANDS OF SCHOOL CRAFT
6.6.1 Identity of D&T
Pupils appeared clearer about the nature of the subject Art than that of D&T. 
They gave D&T several different names, such CDT or Technology, or referred 
to its constituent parts, such as 'resistant materials', 'woodwork', or 'textiles', 
as if they were discrete subjects. This uncertainty about what name to give it 
correlates with the views reported in Chapter 2 that the identity and purpose of 
this new subject is unclear (Eggleston, 1994; Kimbell et al, 1996). In the case 
of D&T textiles, pupils invariably talked of this as a discrete subject. I also 
observed that it was commonly taught in a separate part of the school and that at 
break times D&T textile teachers socialised mainly with other textiles or with 
food technology teachers.
6.6.2 Gender Differences in D&T
There were significant gender differences between subject elements of D&T 
such as woodwork, metalwork and textiles. A finding was that at KS4, where 
pupils choose a specialism, females chose textiles and boys opted for woodwork 
or metalwork. In addition, in the twenty schools targeted for this research, all 
the textiles teachers were female, while all but three of the wood or metalwork 
teachers were male. Pupils conceived woodwork and metalwork as male 
activities and textiles as a female one. This confirms the view of Eggleston 
(1996) that gender stereotyping continues to be common in D&T. I rarely 
observed boys in a KS4 textiles class, or girls in a KS4 woodwork class and 
when I did, there were only one or two. As one girl reported:
If you look at our Textiles class it's got one male in it and, (she paused) so obviously  
it's not a popular thing to do. Whereas furniture, (she paused again) Design and 
Technology with electronics and works, it is more male populated. (FF4)
One pupil complained about being the only girl:
...it's  just I don't like my [D&T] class very much. I'm  the only girl out o f  about twenty 
b oys...I don't appreciate that, because, I don't know, it's nice to have som eone there
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who you can relate to and talk to ...I  would prefer to have another girl, one o f  my 
friends in the class and then come up, sit, have a gossip or whatever. I don't have to, 
like, act like a boy all the time. (DN7)
One girl claimed that boys 'think textiles is a gay subject, or something like 
that' (RF2). A seventeen year old boy spoke about peer pressure for a male not 
to choose Textiles at KS4.1 asked him if he was studying textiles. He replied:
I wanted to do it, but I think most people said, said only girls do it ...I  was quite good at
Textiles as well.
So you didn't choose to do that?
I didn't choose to do that. (F F l)
A finding of Chapter 1 was that there are traditional, women's, workmen's and 
expressive strands of craft in English and Welsh society. In Chapter 2 it was 
concluded that all but the traditional craft strand are in English and Welsh 
schools. A finding of the empirical research is that despite equal opportunities 
policies, craft continues to be conceived and taught in secondary schools in 
these three separate strands. Although textiles (and food technology) was 
usually an element of D&T, it was talked about and conceived as a separate 
subject. D&T was associated by pupils almost exclusively with woodwork, 
metalwork and sometimes plastics. As one pupil said: DT's always been a 
workmen's world, like wood and plastics and metals' (RK7).
Craft in Art, on the other hand, was associated with self-expression and 
creativity. As one pupil explained, it is 'everything that has been done that is 
creative' (HB9). In the two schools where I saw textiles taught in Art, the 
teachers claimed to encourage originality.
Although the finding is that there are three clear strands, women's and 
workmen's craft overlapped, in that they were generally understood to serve an 
utilitarian role in contrast to craft in Art. The next section of this chapter will 
analyse differences between the way craft was conceived in Art and D&T. To 
achieve this, the data about D&T textiles was combined with that of D&T 
plastics, wood and metalwork. Therefore, in the next section D&T' will refer 
to both the women's and workmen's strands.
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I6.7 HOW CRAFT IS TAUGHT AND LEARNED IN ART AND D&T
6.7.1 Self-expression versus Directed Learning
Although this research is about craft, it is necessary to discuss some aspects of 
design at this point, in order to establish important differences in the way craft 
is conceived and learned in the two subjects. Design is defined in this thesis as 
a: solution to a problem by conceiving and planning what does not yet exist 
(Eggleston, 1976; Baynes, 1996).
A finding reported in Chapter 4 was that pupils and teachers associated D&T 
with directed and prescriptive learning and Art with freedom. During further 
analysis of the data, it emerged that when pupils engaged in craft activities in 
Art lessons, they were encouraged to produce different artefacts, but in D&T 
they were not. One pupil explained how D&T teachers wanted pupils to make 
what they were told, otherwise 'people will come up with different ideas' 
(WK12).
Learning was typically much more prescriptive in D&T than in Art. In the 
former there was much more emphasis on teaching specific methods and 
techniques. One pupil explained how he was taught particular wood and 
metalwork techniques in D&T, ‘. . .but in Art, you are just told to get on with 
it.' (CLIO)
6.7.2 Delivery in D&T
A finding reported in Chapter 4 is that D&T teachers commonly introduced a 
project by holding up an exemplar and showing the pupils what they were 
expected to make. Exemplars were made by a pupil from a previous year, or, 
more often by the teacher. Although this appeared to be normal practice in 
D&T, I never saw it adopted in Art.
A similar teaching strategy I observed being adopted by D&T teachers was to 
make the same artefact as the pupils, but keep one stage ahead, so that the 
pupils could follow them. Another was to make the same artefact at the same 
time. Showing pupils what to make, so that they all made more or less identical 
artefacts was very popular with most of the pupils I interviewed, especially 
those who particularly enjoyed D&T as opposed to Art. They appreciated seeing 
an exemplar, as this enabled them to know what was expected of them.
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Pupils also approved of their D&T teachers making the same artefact and they 
considered it important that their teachers demonstrated craft skills. When 
observing classes, I noticed that although it was common practice for pupils to 
produce almost identical artefacts in D&T classes, they were given 
opportunities to personalise them in some small way. For example, in a 
comprehensive school (CL), pupils in a Year 8 class were making a children's 
puzzle. This consisted of a small, shallow box, (6 cm x 6 cm) made out of 
MDF with vacuum formed plastic enclosing the top. On the bottom piece of 
MDF, they had to drill holes, into which ready-made lozenges could fit. All the 
boxes were the same size and constructed the same way. However, a sheet of 
paper was attached to the inside of the box on which the pupils had drawn a 
decorative picture.
In the city technology college (HA), Year 10 pupils who were making identical 
compact disc racks out of wood and MDF had each designed individual handles. 
In a comprehensive school (DN), Year 9 pupils were told to design and make a 
Christmas decoration. The brief specified they were to use: 'Hardboard: 120 x 
70 X 3 mm, 70 x 50 x 3 mm. Softwood: 60 x 75 x 16 mm. Printed Circuit 
Board, LED, Resister, Battery Connector'. However, they were given licence 
in how they painted it. At the secondary modern school (KY), Year 8 pupils 
were making letter racks. The brief specified materials, dimensions and how 
long each task should take, but left open the choice of how to write 'LETTERS' 
on its sides.
I observed that for KS3 pupils, designing in D&T referred mainly to 
personalising something to add to an artefact, the dimensions of which had been 
predetermined. Design was not interpreted as conceiving original ideas or 
problem solving. Pupils told me that they sometimes filled in design sheets as 
homework, after they had begun working on the artefact. At KS4, designing 
typically consisted of copying a pre-existing artefact from a catalogue, or 
magazine. In this case, designing was interpreted as planning, in the sense that 
they were expected to decide in advance such things as which lengths to cut 
wood or MDF, or how much fabric would be required.
In informal conversations, D&T teachers told me that the number of pupils in 
classes had increased noticeably during the 1990s. Hence, this could be one 
explanation for these practices. I only observed KS3 pupils designing and 
making different artefacts in a D&T department in one school (FF). In this case
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there were queues of children waiting to speak to the teachers. Two teachers 
were teaching fifty-eight Year 9 pupils and were seeing each pupil individually 
for approximately four minutes each. Meanwhile, others were standing around, 
waiting for assistance and still others appeared to being making no attempt to do 
any work at all. I wrote in my notes that I saw:
. . .a group o f  nine girls by a window, chatting and laughing amongst themselves. One 
had a piece o f wood in her hand and every minute or so she would pass her sandpaper 
once up and down one side. Others were walking aimlessly round the workshop... 
While one boy operated a rotary saw with goggles on, six others stood around and 
watched. One idly placed his finger on the side o f  the revolving b lade...one boy  
struggled for fifteen minutes to clamp his wood to the bench, until another boy comes 
to his assistance. (Notes, FF, 20 November, 1996, 14.40 - 15.40, D&T, Year 9, 31 
boys, 27 girls)
By observing this lesson I was able to appreciate how much easier it is to 
manage classes when pupils all make the same artefact together.
Pupils repeatedly told me that in D&T they learned craft skills from each other 
and my observations of lessons confirmed this. Pupils talked to each other about 
craft techniques and, as Robertson (1952) has pointed out, this is an important 
way in which craft is learned. However, I did not see this happening when 
observing Art lessons, where pupils mainly worked on their own. It is pertinent 
to note that pupils and teachers mentioned individual self-expression in 
connection with Art, but not D&T.
6.7.3 Acquisition of Skills and Creativity
In KS4 D&T classes, I observed some lessons where pupils were making 
different artefacts, however the design was copied from shopping catalogues. 
For example, in a comprehensive school (CC) a Year 11 boy was building a 
’rustic' style wine rack. Beside the bench where he worked he had what he 
referred to as the design, on which he had pasted a colour photograph of the 
bookcase, which he was copying as accurately as he was able. The photograph 
came from a mail-order catalogue for 'country style furniture'. For pupils in 
this class, designing meant copying four different pictures of similar artefacts 
from catalogues and magazines and then writing a rationale of why the one they 
had opted to make was best. In Chapter 4 , 1 referred to a 16 year old boy, who 
in talking about research in D&T mentioned: '...there was no research material 
there at all, apart from shop catalogues, which we were supposed to go through 
and fmd anything we liked' (TD12). However, the negative reaction of this 
pupil was not generally shared by other KS4 pupils who described researching 
in D&T from catalogues in favourable terms.
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As a former design teacher in further and higher education, I asked myself why 
there is this widespread practice of copying designs from shopping catalogues in 
D&T? Is it that D&T teachers have had little or no design education themselves 
and feel reluctant to teach it? Since it can be assumed they are attempting to 
teach it in a way that satisfies GCSE examination boards, design must be 
interpreted differently in D&T in secondary schools from further and higher 
education. In my experience, at post-secondary level a basic tenet of design is to 
conceive possible solutions to a given problem and then develop and improve 
them. I did not see this happening in D&T in schools.
Another explanation could be that it is difficult to reconcile a requirement for 
pupils to design and make artefacts with teaching basic craft skills (Tickle,
1983). According to Best (1992) if pupils do not first acquire the necessary 
skills and knowledge about materials and techniques, they are rarely able to 
come up with solutions that they can actually make. Pupils cannot conceive 
design ideas without knowledge of the parameters imposed by the materials 
(Willey, 1989; Down, 1986b). Delamont and Galton (1987) note that as a 
consequence, at lower secondary level in particular, craft lessons are highly 
regimented. As a D&T teacher told me: 'How can they design, when they don't 
know how to manipulate materials, or what their properties are?’ He also 
added, wryly, T h e  National Curriculum needs a complete overhaul.' (CCdh) 
This is a conundrum familiar to many teachers and one I have faced.
This dilemma was once made apparent to me at an exhibition of Picasso's 
ceramics. Many of the unusual effects appeared to have come about as a result 
of his ignorance of the properties of ceramics. For example, in one artefact, 
some porcelain had been attached to red earthenware clay before firing. A 
trained ceramist would not have attempt this, as they know that in drying and 
firing, different clays contract at different rates. Yet, in this case, it had resulted 
in an unusual outcome. Hence lack of knowledge about materials may bring 
about experimentation that would not be undertaken by skilled craftspeople. On 
the other hand, this kind of experimentation often leads to failure and wasted 
class time.
In my teaching experience, the solution has been to set briefs where the 
perimeters are strict enough to minimise the chances of useless experimentation 
and wasted time, while requiring the acquisition of some new skills. However, 
instead of this. Art teachers were encouraging experimentation, with a view to
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pupils being ‘creative’, while D&T teachers considered acquisition of skills was 
paramount. For example, at the boy's independent school (MG), during separate 
conversations the head of Art (MGah) told me he preferred 'teaching creativity 
before skills,' while the head of D&T (MGdh) informed me he believed in 
'teaching skills rather than creativity'.
6.7.4 Expectations of Teachers
Pupils were aware of these differences between Art and D&T. At one 
comprehensive school (CC), a fourteen year old girl told me that her Art 
teacher considered an artefact she made in Art was good 'because it was 
different from anyone else's in the class' (CC9). However, at another point 
during the interview, she made it clear that in D&T she made replicas of the 
artefact made by the teacher. Most pupils understood the different expectations 
of their work in Art and D&T and that in the former they were encouraged to 
produce individual and original artefact, while in the latter this was 
discouraged. One pupil explained this difference as follows:
With my Art, um, it's with my teacher, my Art teacher, because he actually lets you do 
whatever you like, you know, it's up to you. If you've an idea, you can expand it, um, 
there's a lot o f opportunities for making something you want to, whereas D&T, you are 
set something you've got to make it. So there's not a lot you can do either, really. You  
just have to do it and Üien, you know, you can't use your own idea, what it wants to 
look like. But you can't tell them: 'I don't want to do that. I'd rather do something like 
this', because tiiey won't let you. (TD16)
Another pupil mentioned how D&T is 'set tasks and teachers telling you what to 
d o ', whereas in Art 'you've got a lot of freedom in what to do .. .you just go to 
the class and do what you like, you know, get on with it and just carry on with 
your own thing' (BU2).
6.7.5 Delivery in Art
According to Best (1992) there are three fallacious myths in the arts in British 
schools: those of freedom, subjectivity and creativity. This research confirmed 
that they are prevalent in secondary Art departments. Pupils who enjoy Art 
talked about being ‘free’, ‘expressive’ and ‘creative’. However, when I 
observed Art lessons, I discovered that pupils were also copying works from 
books and magazines. For example, in one school (TD) I saw a sixteen year old 
girl producing a sculpture out of freshly cut willow branches as course work for 
the GCSE examination. Open beside her was a book of sculptures by the 
contemporary artist Andy Goldsworthy and what she was making was very
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similar to a picture in the book. At another school (FF) I observed a Year 11 
Art class making 'Sea-World' sculptures out of clay. These were based on 
colour pictures from National Geographic magazines and each student's artefact 
was similar in size, shape and detail.
A conclusion from the above is that pupils' artefacts are not necessarily more 
original in Art, but are believed to be so. Chapter 1 found that a romantic 
paradigm of art, which originated in the late eighteenth century, continues to be 
influential in society. According to this view, art is the product of gifted 
individuals, who through their work are able to reveal imaginative truths from 
within themselves (Willis, 1990). In the twentieth century, a variation of this 
idea has come to dominate art education (Freedman, 1992). According to this 
view the art teacher enables every child to reveal innate truth through self- 
expression (Abbs, 1996). This research found that this view of art education 
remains widespread amongst pupils, who claimed that engaging in craft in Art 
was an expression of their creativity.
It is unclear how Art teachers were influencing the kinds of artefacts pupils 
made. It appeared to result from detective work on the part of pupils, in order 
to work out what the teacher wanted and receive good grades. According to 
Emery (1989), children in Art classes consider they are under a strong pressure 
to produce work that is acceptable both to the teacher and their peers. They are 
not, as they might claim, expressing themselves individually, but modifying 
their work according to the taste of the teacher and the group.
I observed that briefs in Art tended to be given orally and did not specify 
outcomes. In D&T, briefs were usually written down which specified materials 
and dimensions and pupils were commonly shown an exemplar before beginning 
a project. Analysis of my field notes suggests that overall pupils in Art are 
allowed more licence to deviate from a brief than in D&T. For example, in a 
comprehensive school (TD), I observed an Art lesson that took place in the 
ceramics room and lasted an hour and ten minutes. Twenty-eight pupils were 
working on a project that had been set five weeks before. At that time, the 
teacher had brought in sea shells for them to draw. In a later lesson they were 
told to make a coil construction out of clay, based on these drawings and 
decorated with shells. Although most of the v/orks in progress looked similar, 
two pupils had decided to work in card and one in plaster. The latter made an 
artefact that had nothing to do with sea shells and this was accepted by the 
teacher. It appears therefore that allowing freedom to choose and act according
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to individual preferences was considered more important than teaching specific 
craft skills.
6.7.6 Taste Cultures and Aesthetic Paradigms
It is likely that one reason pupils felt 'freer' in Art than in D&T is that the 
artefacts made in D&T are functional. One Art teacher told me:
I'm  pretty sure they enjoy it because there's nowhere else in the school where they have 
freedom. We are not asking them to make a spice rack, or a CD holder: w e get well 
away from that' (HBah).
A finding of this research was that pupils rarely made functional artefacts in 
Art, while in D&T this was the norm. Making functional artefacts imposes 
restrictions and discipline on pupils and establishes criteria that are relatively 
easy to test. As one fifteen year old pupil expressed it:
Um, Art's more creative and CDT comes more from one thing. Say you picked a table 
and you create something from that, you change it and you can twist it and bend it in 
any way you want. Whereas in CDT, if  it's meant to be a table, it has to look like a 
table and you can't, as in ART, where you've got all the drawings o f  how to change it, 
in CDT it can only stay the same. (BU5)
This quote pinpoints the different criteria used for evaluating craft artefacts in 
Art and D&T (Mason and Iwano, 1995). In this research, pupils seemed clearer 
about what was expected of them in D&T, but confused about what constituted 
good and bad work in Art. For example, a fifteen year old explained how:
In D&T it's more, you can tell [what is good and bad work] by straight lines and 
whether it works together. But Art, you can't, it just depends on who you are really. 
Sometimes I wonder about that because there'll be pieces I've done which I like, but 
the teacher w ill say I should change it in one way or something. It just depends on who  
you are, I think. Because Art, it does vary, doesn't it? What you like. Like lots o f  
people like modern art, but then others don't. It just depends, I think. In D& T, it's 
more, you know, whether your lines are straight and, well, when you're making a 
game for a child [in D&T], it's basically you can tell if  it's good if  it's not going to hurt 
die child, or something. Or the child gets something out o f it. (BU I)
In this research, visual properties were emphasised when making judgements 
about artefacts in Art and functional considerations in D&T. However, I 
observed that different aspects of the appearance of artefacts were emphasised 
by D&T teachers. For example, when pupils worked in wood, teachers usually 
put considerable emphasis on sanding surfaces until they looked and felt 
smooth. For them, this was proof of good workmanship, toil and a job well 
done.
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The two subjects appeared to adhere to different aesthetic paradigms. According 
to Metcalf (1993), the aesthetic of craft appeals to the sense of touch, as much 
as to the eyes. This appeared to be the case in D&T, where judgements of 
quality were based on quality of construction and finish. In Art, they were 
based on formal considerations, such as form and colour, together with 
evidence of the individual mark of the artist.
Data from the pupil interviews support this finding. Quality in D&T was 
understood to be objective and found in the ‘finish’ of artefacts, for example in 
a seam well sewn. In the case of Art they claimed quality was subjective and 
recognised by instinct and perception.
I observed that judgements in D&T were also based on the appearance of every 
day mass produced goods, which pupils were encouraged by teachers to copy. 
For example, during observation of a D&T lesson the teacher called the class 
together to look at one pupils' work which he praised 'because it's the kind of 
thing you would want to buy in a shop' (notes, TD, 18 June 1996, 11.15-12.25, 
D&T, Year 7, 12 boys, 8 girls). As mentioned above, the research element of 
many D&T project involved cutting pictures from shop catalogues ('Argos' was 
a favourite) or glossy magazines. It is likely that these sorts of artefacts are 
familiar to most pupils and resemble what they see in their own and friends' 
homes, or are what they or their families aspire to own. I did not observe D&T 
teachers promoting up-market or luxury goods.
Pupils take home more artefacts made in this subject and gain approval from 
their families for them. That they said they liked doing this may contribute to 
the popularity of craft in this subject. In Art, on the other hand, pupils were not 
taking artefacts home as often. The head of Art in one comprehensive school 
(FF) told me that pupils did not take home their ceramics artefacts because 
parents refused to display them. A possible explanation is that the aesthetic of 
D&T relates more closely that of many pupils' homes.
It is possible that artefacts made in Art challenge the taste cultures of many 
homes (Arnstine, 1977; Attfield, 1999). Although this implies that the kind of 
artefacts made in Art will be unpopular with pupils, this was not a finding of 
this research. One reason may be that adolescence is a time of gradual 
disengagement from parents, when family influence is replaced by alternative 
values and attitudes (Kracht, 1997). According to Johnson (1982), pupils 
associate Art at school with romantic, social myths, such as that of the
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misunderstood, avant-garde artist, who acts in opposition to social norms. For 
example, according to McRobbie (1994) and Feather stone (1991), this myth has 
been appropriated by youth culture and transposed to popular music.
Because youth culture crosses the boundaries between the cultures of art and 
everyday life (Willis, 1990; Featherstone, 1991), commercial enterprises are 
able to exploit this myth, in order to sell consumer goods to adolescents 
(Hebdige, 1979; Hurrelmann, 1988; Maset, 1997). Perhaps this explains why so 
many pupils were able to empathise with an artist such as Vincent van Gogh 
(1853-1890), whose life and work was the subject of study in many Art 
departments. It was noticeable in this research how several KS4 pupils who 
were enthusiastic about craft in Art said they intended to go to art college and 
associated it with a desired lifestyle, including dress and grooming. They 
enthusiastically stated: T live to ...do art, 1 have to' (TD15).
A conclusion is that they not only associated craft in Art with freedom and 
creativity, but also with a mythical world and lifestyle beyond that of the home 
(Willis, 1990). Craft in D&T is conceived as prescribed, with an emphasis on 
acquiring and using manual skills. It seems that D&T also concords with mass 
taste in British society and hence that of most pupils' home backgrounds.
6.7.7 Pupils’ Preferences
Some of the strongest opinions pupils expressed during interview were about 
their preferences for either Art or D&T. Although there were pupils who liked 
both equally, it was common to favour one and dislike the other.
It could be that pupils expressed these strong opinions because of how they 
were chosen for interview. Perhaps teachers selected those pupils who would 
actively promote their subject. The possibility that pupils' views about these 
subjects were passed on by teachers cannot be discounted. During informal 
conversations, some Art and D&T teachers went out of their way to let me 
know that they did not like or approve of each other’s subject. For example, 
during an informal chat over tea, the head of Art at a comprehensive school told 
me: 'The D&T department has no excitement, no designing and no originality' 
(BUah).
Whereas it is probable that there will always be poor relationships between 
some staff, 1 was only ever told negative things about Art or D&T and not
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about any other subjects. At a comprehensive school (CC) the head of Art 
appeared reluctant for me to visit the D&T department. When I pressed her she 
said: T 'm  not sure if D&T are organising anything [for you]. I asked them, but 
they've probably forgotten' (CCah). She claimed even to be too busy to tell me 
where the department was. When I found my own way there, I was told by the 
teachers they had been expecting me. Immediately, the head of D&T expressed 
opinions about the head of Art. 'She is more of the Fine Art type, ' he told me, 
'rather airy fairy in her views. ' (CCdh). After I had returned to the Art 
department, the head largely ignored me and did not offer me tea or coffee 
again.
Although teachers may influence pupils' opinions this does not fully account for 
what appeared to be their genuinely felt views. In the case of KS4 pupils, their 
preferences for working in one or the other subject are likely to have been 
reinforced by their choice of GCSE options, although they generally studied 
both Art and a D&T. Overall, KS4 pupils held the strongest opinions about this.
The fact that pupils held such strong views about these national curricula 
subjects and were so ready to conunent on the differences reinforces the 
conclusion that conceptions of craft in one or the other are substantially 
different. It is also possible to imagine that the ethos of each subject appeals to 
different personality types and that this contributes to these strong preferences.
6.7.8 Reductions of Craft in Art
More pupils associated craft with D&T than Art and KS3 pupils, especially 
those in Years 7 and 8 often reported 'we haven't made anything in Art yet' 
(BG7). When asked in which subjects they had opportunities to make things at 
school, D&T or one of its component parts was almost always named 
unprompted, whereas many pupils only mentioned Art after a prompt.
Although there are opportunities for pupils to engage in craft in both subjects, 
in most schools pupils associated Art with drawing or painting. This was 
confirmed by my observations of lessons. Despite being told in advance that I 
was carrying out the research for the Crafts Council, in thirteen of the twenty 
schools I visited for three days each, there was no craft taking place in Art 
lessons. Pupils engaged in craft in D&T lessons in all twenty schools.
Moreover, there was evidence that opportunities for craft in Art were declining.
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A finding of this and parallel research (National Survey of Craft, Part 2) is that 
Art teachers in targeted schools were reacting to the pressures of imposed cuts 
in time and resources, coupled with increased class sizes by reducing, or 
eliminating opportunities for craft. In sixteen of the twenty schools visited for 
this research, the number of pupils in D&T classes was usually limited to 
twenty or less, whereas there was no limit for Art. In three schools, ceramics 
facilities had been closed in the previous five years, in eight they had survived, 
but their use was much reduced and in three they had not been used for three or 
more years.
Therefore, when pupils talked about craft at school, they were more likely to be 
discussing work in D&T. Where it existed, most pupils associated craft in Art 
with low skills acquisition and few, if any, specialist tools. One reason for the 
reduction of craft in Art lessons could be increased time pressures, which is 
discussed next.
6.8 THE ISSUE OF TIME
One theme that emerged very strongly from pupils' responses was that school 
did not offer them sufficient time to engage in craft. They repeatedly 
complained that Art and D&T lessons were too short and time constraints at 
school was a very common reason for preferring to engage in craft at home.
6.8.1 Reductions in Time
The popularity of craft in Art and D&T lessons may be one reason why so 
many pupils complained that these lessons were too short and that they had 
insufficient time. However, it is doubtful whether this alone is adequate to 
explain why they feel time is such an important issue. A finding of this research 
and the parallel research (Bedford and Mason, 1997) is that since the 
introduction of the national curricula, lesson time for craft has been reduced, 
while pupil numbers have increased. In eight of the schools visited, the number 
of contact hours for practical subjects had been reduced within the previous year 
and teachers argued that this was threatening the quality and quantity of 
practical work. During an interview, the ceramics teacher in the Art Department 
of a comprehensive school (TD) told me that 'Time pressure is much more 
restrictive than resources'. (TDay). The head of D&T at the same school told 
me that '...an  hour a week isn 't long enough' (TDdh). The head of textiles at a 
comprehensive school (FF) mentioned in informal conversation that she
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regretted recent cuts in contact time, explaining that T no longer see Year 7s, I 
see Year 8 for half a year and Year 9 for half a year - and that isn 't enough' 
(FFdx). She claimed that lessons were now too short and drew my attention to 
the fact that there were no longer any 'double lessons'. Although it is probable 
that pupils are unaware of these reductions they were very aware of pressures of 
time.
6.8.2 Use of Time in D&T
It is likely that lack of time to assist pupils individually is another reason many 
D&T teachers opt to have all pupils make the same artefact at the same time. 
However, another factor is the requirement for pupils to produce written work. 
In this research, D&T teachers were telling some pupils to do other parts of the 
design-and-make-process, such as research and evaluations, while waiting for 
tools and equipment. As one fourteen year old pupil explained:
...w hen everybody's up to the same part, when we're making the same thing, when  
we're doing that, the teacher normally has something else to go and do, while that 
person is using the tools. (WK3)
I observed pupils evaluating and writing at the same time as others in the class 
were engaging in hands-on craft activities. Since the latter is the element of the 
design-and-make-process most of them liked best, it is easy to imagine their 
frustration at having to sit still, be quiet and write (all reasons pupils gave for 
disliking writing their evaluations), while others in their class were handling 
materials and progressing with their craft work. They were frustrated at 
spending so much lesson time on writing and less on actually making.
6.8.3 Incomplete Work
Another finding was that because of time restraints, pupils fail to complete 
artefacts, especially in D&T. The importance many pupils attached to producing 
actual craft artefacts they could hold in their hands, show to people and feel 
proud of was explained previously. It appears that teachers are setting deadlines 
for completion that pupils are often unable to meet. As a consequence they are 
either not coming away with an artefact, or are producing work they have little 
or no pride in.
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6.8.4 Timetabling System
It may be that teachers are unable or unwilling to substantially reduce demands 
on pupils, despite cuts in lesson time and this is why pupils find it so difficult to 
complete projects. In D&T, time pressures are exacerbated by the 'carousel' 
system of timetabling, whereby pupils learn a different subject element in 
blocks of about eight to ten weeks. This system, which was criticised by the 
Office for Standards in Education (OFSTED) in 1995a, was common in the 
schools visited for this research. This makes it virtually impossible for pupils to 
subsequently finish artefacts not completed within the set number of weeks for a 
project.
Moreover, this system of timetabling mitigates against pupils being able to 
develop extended skills in a certain medium. This point was repeatedly made to 
me by teachers. For example, I was told by a head of textiles at a 
comprehensive school (DN) that 'timetabling's a problem: one hour a week for 
Year 9s for ten week blocks' (DNdx). I have already referred to pupils' 
preferences for working with a particular medium once they have achieved a 
level of accomplishment. In addition, in Chapter 2 I reported the contradictory 
views of scholars that on the one hand pupils learn almost nothing by being 
given brief, superficial experience of various crafts and on the other hand that 
individual pupils have an affinity for different craft media (Robinson, 1952; 
Metcalf, 1997). These factors bring about a conflict. Pupils need sufficient time 
to develop skills and make an informed choice about a single craft specialism, 
but also need to experience a range of different specialisms.
6.8.5 Use of Workshops Outside Lesson Time
Some teachers allowed pupils to continue to work on their craft artefacts during 
breaks, or after school. Priority was given to those in their GCSE year (Year 
11) and it was rare for KS3 pupils to be in Art and D&T workshops at these 
times. In only three of the twenty schools I visited were all pupils allowed to be 
there outside lesson time. Moreover, using the workshops at these times was 
dependant on teachers working through their breaks. It was a common sight in 
the schools visited for this research to see pupils at the workshop door during 
lunch break, pleading with the teacher to be allowed to come in. However, I did 
not see large numbers of pupils wanting to work at other subjects.
224
6.8.6 Biological Time
The desire to dedicate as much time as possible to craft suggests, as Osborne 
(1975) claims, that it is conceived as an activity where people strive to make 
something as well as they are able. As such, it may be an activity that is 
meeting a basic, biological, human need (Robertson, 1974, 1989, Dissanayake, 
1992, Evans, 1998). In common with other basic needs, such as cultivation, 
procreation, preparation and eating of food, craft takes people back to 
experiencing biological time. Therefore, it does not readily lend itself to 
containment within the discipline imposed by linear time, although in schools as 
presently constituted, this has to be the case. This point was expanded in the 
final chapter.
6.9 IMPLICIT AND EXPLICIT KNOWLEDGE
As reported in Chapters 1 and 2, some experts claim that craft knowledge is 
tacit, not understood consciously and can only be learned by experience or 
demonstration (Polanyi, 1967; Percy and Triggs, 1990; Dormer, 1994; 
McCullough, 1996; Press and Cusworth, 1998). Pupils’ views supported this 
and they were adamant that they could not learn these skills if they were only 
communicated through writing, or orally. Not one disagreed with this 
proposition.
In my experience as a teacher of craft, I have found that verbal instructions and 
demonstrations have their place. Craft is one of those human activities that is 
part explained, part discovered and part instinctive, in the same way as cooking, 
gardening, learning to walk, or the act of procreation (Robertson, 1961; 
Dissanayake, 1992; Evans, 1998; Morrell, 1998; Roberts, 1998). According to 
Pinker (1994), the ability to learn to speak and recognise the structure of verbal 
language is a biological instinct. A hypothesis proposed by Metcalf (1997, 
pp.78-79) is that the ability to learn craft activity is also in large part instinct.
He claims the essence of craft 'is rooted, initially, in the biology of the brain'.
According to this theory, teaching craft necessitates guiding pupils to a point 
where their instincts can be activated. Burgess and Schofield (1998) note this is 
best achieved through demonstration and experience, because it is impossible to 
do this through explicit or instrumental knowledge. Instead, they arrive there 
through a form of knowledge which is implicit, understood at an unconscious 
level and derived from the properties of the materials (Percy and Triggs, 1990;
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Dormer, 1994; Burgess and Schofield, 1998). 1 contend that the point where 
instincts are activated is another form of knowledge, best described by the 
ancient Greek word 'gnossos', which means that one instinctively recognises 
something to be right and true (Giovanni, 1990). At this point, one is certain 
that one is working in the right way, in sympathy with the tools, materials and 
one's own body.
Although the view of many experts and of pupils in this research is that craft 
knowledge is only tacit and should be taught through demonstrations, this is not 
necessarily the case. There are many aspects of craft activity that are explicit 
and can be explained in words (Perry, 1987). For example, the tensile 
properties of a material, or the way that if one re-forms porcelain clay into 
another shape, it tends to revert to the previous shape when fired. Much of this 
knowledge can also be discovered through trial and error, but a considerable 
amount of time is saved if pupils are given written or oral instructions.
6.10 RESOURCES FOR CRAFT
6.10.1 Location of Facilities
The learning environment for these two subjects is very different from that of 
other classrooms in schools. Sikes (1987, p. 147) claims that 'the physical 
marginality and atmospheric difference of many Art rooms reflects the marginal 
and different status the subject often has within the overall culture and 
curriculum of schools'. The research both confirmed this and found it applied 
equally to the accommodation for D&T. For example. Art and D&T were 
commonly located at opposite ends of a school from each other and frequently 
in separate buildings. What the research identified as ‘workmen's craft’ in 
schools began by being taught in a hut in a playground in a school in 
Paddington in 1885 and has consistently been located in separate school 
buildings ever since (Penfold, 1988; Eggleston, 1994). This research found that 
together with the ‘women's’ and ‘expressive’ strands of craft, it continues to be 
taking place on the periphery.
As reported in Chapter 4, my observations of tools, materials and equipment in 
Art and D&T departments at the targeted schools, with one or two exceptions, 
supports the view of the pupil who said: 'Some of the stuff, well quite a lot, it's 
really like old and we don't get a lot of new stuff and it's really old and tatty 
and half of it is broke' (RF3). However, the majority of pupils reported that the
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equipment was impressive, especially the provision in D&T, although some 
were critical This was not what I had anticipated. It appears, therefore, that 
most pupils lack the experience to differentiate between qualities of tools, 
materials and equipment of school and professional workshops, unless they have 
had experience of the latter outside school. They probably compare what the 
school offers with what is available in a shed at home and find the former 
superior.
Having to share tools, materials and equipment is the norm and pupils pointed 
out the drawbacks of this. However, they also drew attention to the virtues of 
sharing. My observation of D&T classes revealed that pupils often talked to 
each other while waiting for tools and equipment. Sometimes they talked about 
craft processes and shared experiences and compared their work, while at others 
they socialised. Many pupils reported that talking to friends was one reason they 
enjoyed these lessons. This could explain why sharing was not a greater 
concern.
6.10.2 Strengths and Weaknesses
The few pupils who had experienced professional workshops outside school 
were critical, even scornful, about their school's resources. A finding therefore 
is that only when pupils have broader experience of craft, are they able to offer 
opinions on provision in school. This is seldom the case.
Pupils’ views are at variance with those of their teachers. The parallel project 
into teachers' views (Bedford and Mason, 1997) found that Art and D&T 
teachers were very concerned about reduced consumable budgets and old and 
inadequate tools and equipment. This was also the view of teachers interviewed 
for this research. For example a head of D&T at a comprehensive school (TD) 
told me: 'Our resources are terrible, most of the tools are over twenty years 
old. ' However he then added:
But it doesn't matter. They share. They work in teams. They love making and they
make do. They work well in groups. They help each other. (TDdh)
Other teachers were less sanguine. The head of Art at a comprehensive school 
(RFah) complained that he had less than two pounds per pupil per term to spend 
on materials. However, this would make about six pounds per child per annum, 
whereas in 1995/6, the last year when figures were collected, the average Art
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budget in English secondary schools was two pounds eighty-eight pence per 
child, per year (Eisner, 1998).
The head of textiles at the same school expressed her opinion about resources 
curtly when she said: 'Give them crappy materials, they do crappy work'
(RFax). The head of D&T at a comprehensive school (BU) commented that:
Resources is a constant problem. W e have to be careful, re-use where possible. We 
can't do what w e want to do. The first question always is: how much would it cost? 
Can w e afford it? (BUdh)
At the same school, the head of Art reported that 'teachers dip into their own 
pocket for extras' (BUah). She also said that 'poor resourcing wastes a lot of 
time,' adding, 'w e're desperate for a sewing machine'.
Teachers told of stopping certain activities, because of cuts in resources. In 
particular, provision for ceramics and textiles was either being reduced or 
eliminated from the curriculum. The head of Art at a comprehensive school 
(NA) claimed this was affecting standards of work. She said that:
The amount o f  money w e get is slight and that does limit to some extent the kind o f  
projects w e can do. For example we haven't covered textiles and the National 
Curriculum says we should. (NAah)
1 was told by the head of textiles at a comprehensive school (DN) that:
W e have to ask them from time to time to bring in their own fabrics...! have limited 
resources. I was doing appliqué, embroidery, etceteras, but had to stop, because I can't 
afford to and that's really sad. (DNdx)
In Art, teachers told me that poor resources was the main reason for setting 
craft projects out of paper and cardboard ('cardboard technology'). It has 
already been reported that pupils did not value working this way, because it 
does not offer them the possibility of developing skills and producing artefacts 
they can feel proud of. The Art teachers 1 spoke to were aware of this. For 
example the head of Art at a comprehensive school (FF) told me that 'when 
children make out of cardboard etceteras they don't try as hard as when they are 
given quality materials' (FFah).
A further finding is that Art and D&T teachers were spending their own time 
attempting to persuade local firms or individuals to donate materials to 
compensate for poor resourcing at school and ensure that craft continued to take 
place. My observations, together with the interviews and informal conversations
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with teachers, suggested it was normal practice in twelve of the targeted 
schools. For example, the head of Art at a comprehensive school (NA) 
explained that:
The biggest portion o f the materials we use are actually free, from my Dad's factory, 
cardboard comes free from the industrial estate, emulsion comes free. (NAah)
The interviews revealed that pupils were unaware of this, apart from one who 
mentioned that his father owned a builders' merchants and told me:
Um, my Dad's a joiner, well really I should say we own a builder's shop... sometimes, 
if  he's coming to school, he brings wood to Mr. Collins [head o f D&T], bits o f  
plywood and stuff like that. What he brings, like, well w e call it the scrap pile, but Mr. 
Collins, he uses it and he cuts it up into thin strips. (RK4)
6.11 GIVING AND CRAFT
A finding that emerged from the pupil interview data was that craft plays an 
important role in gift giving. Responses showed that there was a strong sense 
that they preferred to give craft artefacts they had made themselves as special 
presents and people valued this kind of present very highly. One pupil told 
about giving craft artefacts she had made for friends:
They like it, they like them, I think, um, everyone liked the cushion I made, I think 
generally people are pleased when I give them a present, because it's more o f  a 
personal thing. (IV7)
Pupils explained how much they liked making craft gifts for family, friends and 
special occasions such as birthdays and Christmas. For example, one said: T 'm  
working on a piece at the moment, for a friend's birthday.. .1 enjoy making 
things for people's birthdays' (B G ll). Another sixteen year old told me that she 
made:
Lots o f  things, like it's my friend's birthday and I've just made, like, a little patchwork 
A-line skirt. I make a lot o f clothes and I, like, I might make cushion covers and 
things, like it's not so much that I make them for m yself, because I don't have the time 
to make them for myself, but for my friends’ birthdays and things. I make a lot o f., 
[pause]
1 see, fo r  other people.
Yeah, a lot o f presents and things. (TD15)
Pupils also often spoke about giving craft artefacts they had made to family 
members. For example, one told me how she was '...making it for my M um's 
birthday' (CL8). Another told me she produced craft artefacts 'For my Mum, as 
presents, for my little sister...' (LNIO).
229
Receiving craft artefacts as gifts was meaningful and special for them. For 
example, a thirteen year old claimed that:
If someone can give you a card that they've made by hand, it means a lot more than if  
just a machine has made it and they've bought it. I tiiink this is that they've spent time 
on you: that's nice. (HA6)
They also mentioned that craft artefacts purchased commercially play the same 
role, because they are unique. As one pupil told me:
. . . i f  you want to buy something that's extra nice for someone, then you might be 
prepared to pay more for something that's hand made, instead o f  what everyone else  
has got, that's cheaper. (KY8)
Dickie and Frank (1996) attribute this function of craft to the message it 
portrays about the giver as someone of taste and discrimination. However, an 
explanation that more satisfactorily fits this data is that giving craft objects plays 
an important role in forming and maintaining relationships (Hickie, 1997; Ford, 
1998). Hickie claims that the more personal a gift is, the more craft is deemed 
appropriate.
Producing a craft gift for somebody symbolises donating time and effort to that 
person. It is personal, because it is specifically produced for that individual, for 
example an item of clothing can be made to fit and also accord with their taste 
and preferences. The recipient may also be aware that while making the 
artefact, every giver was thinking about them. In these ways, craft can be a gift 
that uniquely expresses love.
Some of these attributes can still accrue to the gift of a craft artefact, even when 
bought and made by an unknown person. Pupils conceived craft as possessing 
qualities such as uniqueness and being 'more personalised' (CC7). They liked to 
know that a person, rather than a machine, had been responsible for producing 
craft artefacts, and valued them more highly as a result. They commented that 
time, effort and care were needed to produce them. It is significant that most of 
these views were influenced by their experience of engaging in craft activity 
themselves and not only through cultural transmission. As reported in Chapter 
1, research carried out by the Crafts Council in 1987 found that a third of the 
British public conceived craft as being gifts items, which illustrates how 
widespread this view is.
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6.12 PURPOSE OF CRAFT EDUCATION
6.12.1 Relevance of Three Strands
This research has confirmed justifications for craft in secondary schools that 
already existed, rather than new ones. In the opinion of pupils, its relevance lay 
in equipping them with practical skills, either for DIY or future employment. 
Having the knowledge and confidence to able to undertake practical tasks round 
the home in the future was valued because it would make them more 
independent. For example, one pupil explained how practical skills she had 
learned in D&T made her feel much more capable:
Before I started doing CDT at school I was very apprehensive about picking up a tool. I 
wouldn't have known how to pick up a hammer, whereas [now] I could go to the 
garage and make something now. (LNG)
They also believed craft would help them gain employment ‘...'cos you need 
some crafts to get a job that's right, really’ (RF4). This was particularly 
important because of increased competition for jobs, about which even younger 
pupils seemed very conscious. For example, an eleven year old boy told me that 
practical skills and knowledge are becoming 'more important, because people 
can get a job from what they learn in DT and there aren't many jobs around' 
(LN4).
There continues to be a close connection in pupils' minds between a workmen's 
craft strand in schools and future vocations. As one boy said: ‘...it learns you 
how to do it .. .and you might go into a factory' (BU4). It was rare to hear the 
opposite view that craft is becoming less important '.. because factories have 
got the machines to do the work instead of humans’ (R F ll). It appeared that 
many boys were unaware of the decline of jobs in manufacturing and industry 
during the 1990s (Ramonet, 1999).
Women's craft was rarely mentioned as being relevant in the future. Where it 
was mentioned, this was in the form of dress making, which was sometimes 
valued as a hobby. Whereas girls considered the workmen's craft skills they had 
learned as being of benefit, boys saw no benefit at all in learning women’s 
craft. It would appear that the role of women's craft is particularly uncertain. 
This reflects far reaching changes in women's role in society, such as an 
expectation they will enter the workforce (Stanley, 1992; Giddens, 1999c).
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In general it is difficult to distinguish what pupils valued about craft in art, as 
they confused the two. They said that, in common with art, learning craft 
helped their powers of imagination, creativity and aesthetic discrimination. The 
few pupils who had elected to follow a career in art spoke of it as if it were a 
vocation analogous to the priesthood.
6.12.2 Other Benefits
Whereas pupils repeatedly mentioned utilitarian benefits, they valued it for 
other reasons too, especially for giving them a feeling of pride and achievement. 
Another benefit repeatedly identified was that it is character forming. It was 
reported in Chapter 2 that historically this justification for craft has been 
emphasised in secondary education, both in government reports and by experts, 
in documents that span most of the twentieth century. As early as 1905 craft in 
British secondary schools was not only being justified on utilitarian grounds, 
but also because it was claimed it develops the individual. For example it was 
said to be valuable for developing character and making pupils more self-reliant 
(Blanchford, 1961). Data from these pupil interviews support this claim, 
especially that it makes them more self-reliant.
Pupils also valued its role in building confidence and teaching them 
perseverance. This accords with its attributes as reported in Chapter 2, for 
example by Robinson (1961). As one pupil explained:
It's great to be able to make something like that from scratch and then have something 
you can be proud of. It gives you that confidence to be able to make something yourself 
and it makes you proud o f yourself that you've actually managed to do that and you  
want to improve yourself and it gives you a lot o f  drive and it gives you the push you  
need to carry on going. (MK9)
Pupils considered that learning craft in all strands was character forming and 
enjoyable. It seems, therefore, that craft in schools is fulfilling a number of 
important educational roles. A vital one is that it presents them with 
opportunities, not normally available in the rest of the school curriculum, to 
engage with materials and to develop the sense of touch and their spatial and 
bodily kinaesthetic abilities (Gardner, 1995; Roberts, 1998). The relevance of 
craft for secondary education in the future is discussed at more length in the 
final chapter.
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6.13 KEY FINDINGS
This chapter is the result of a thorough analysis of all the fieldwork data 
collected for this research. Eleven major findings emerged from the data:
Craft was popular with pupils. It was conceived differently from the content of 
other school lessons. They liked it because it presents them with opportunities 
to use their hands, engage with materials and rewards senses other than sight. 
Engaging in craft is a natural process that fulfils basic human needs. Pupils 
developed their capacity to acquire and use tacit knowledge, which is not 
developed in academic lessons.
Pupils were proud of their ability to make artefacts by hand. This is different 
from pride in work from other lessons, because they have a tangible artefact to 
show off. Pride was increased if they had to persevere to complete it. Pride 
came from working in a way that was skilful and challenging, not superficial (as 
in cardboard technology). Pride was reinforced by praise from peers and 
family. Successful craft education appeared to build their self-confidence and 
self-esteem.
Pupils associated craft with manual activity. They felt it was important that they 
had opportunities to use their hands to engage with materials, which they 
enjoyed a great deal.
Pupils value the acquisition of craft skills. They prefer to use those media in 
which they have been able to develop a high level of skill.
Family background was very influential in forming pupils' views about craft 
and whether or not they practised it outside school. This influence was gendered 
and social class based.
This research found that three strands of craft continue to exist in schools since 
the introduction of the national curricula. The women's and workmen's strands 
are still conceived according to their traditional gender stereotypes.
In Art, craft skills were taught according to pupils' individual needs, whereas in 
D&T they were generally taught to everyone together. In Art, creativity was 
valued more than craft skills, whereas in D&T craft skills were valued more 
than creativity.
233
Pupils associated craft in Art with individual freedom because they were 
encouraged to produce original artefacts. However, freedom and originality in 
these lessons is largely illusory. In D&T, craft was associated with following 
instructions. At KS3, they usually made almost identical artefacts. Teachers 
held up an exemplar for pupils to copy, a practice which they appreciated.
There is a different aesthetic paradigm for craft in each subject. In the case of 
Art, craft artefacts are judged aesthetically by how they look, in D&T how they 
appeal to other senses, especially touch are important, as is quality of 
workmanship.
Artefacts made in D&T tend to be modelled on mass produced goods, which are 
closer to the life world of pupils than those made in Art. Pupils associated craft 
with D&T lessons much more than with Art. Craft in Art lessons is declining.
It was common for pupils not to be able to complete craft projects in school, 
especially in D&T at KS3. Time allocated for craft based learning was being 
cut. Lack of time was mitigating against opportunities for pupils to develop the 
necessary craft skills. Craft does not readily lend itself to being taught in short 
blocks of measured time.
Pupils preferred to learn craft by demonstrations and practising and much craft 
knowledge is tacit and cannot be communicated verbally. By demonstration and 
practice pupils are taken to a point where their instincts are able to guide them 
and they know the correct way to proceed. However, there is also important 
knowledge about craft that is verbal.
Although teachers complained about lack of resources, few pupils shared their 
concerns. Much of the specialist equipment was old and there is a lack of 
money to buy replacements. Teachers often had to arrange donations of 
materials in order to continue to teach craft. Insufficient resources could be one 
reason for the decline of craft in Art lessons. (Other reasons are its low status 
and increased class sizes.)
Pupils associated craft in society with gift giving, especially to someone special. 
They thought that it was particularly suitable as a personal present. If  the gift is 
an artefact they made themselves, they felt they gave of themselves. This view 
is received wisdom, but also comes out of their direct experience of practising a 
craft.
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Pupils particularly associated craft education with utilitarian benefits. They 
understood it as useful in terms of helping them with practical tasks round the 
house. Boys in particular associated it with future employment. They were 
clearest about the utilitarian benefits of learning workmen's craft, but were 
unclear about the benefits of learning women's craft. In the latter case, this 
reflects the changing role of women in society. Pupils also considered that 
learning craft at school was character forming. They recognised that it builds 
confidence by teaching them self-reliance. It is not possible to distinguish 
between their views of expressive craft and Art.
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CHAPTER 7
WHY TEACH CRAFT?
7.1 INTRODUCTION
This research set out to investigate the confusion surrounding the concept of 
craft in secondary education. In particular, answers were sought to the 
following questions:
In English and Welsh secondary schools:
How has craft been conceived and why has it been taught?
How is craft conceived in the 1990s in Art and D&T, the two subjects where it 
is taught?
How do pupils value it and what are their opinions about how it is taught and 
learned in each subject?
What is its educational value, as taught and learned in the subjects?
What is the relevance of the concept of craft for the two subjects in the twenty- 
first century?
Chapter 1 reported a review of historical literature about conceptions of craft in 
society and arrived at a tentative definition. In Chapter 2 the findings of a 
review of historical literature about how and why craft has been taught in 
schools was reported. Chapter 3 reported on the methodology used for the 
empirical research and Chapters 4 and 5 described data derived from fieldwork 
research in twenty schools in England and Wales. In Chapter 6, findings of the 
field research were condensed and organised into eleven themes and at the end 
the principal findings were summarised.
This chapter draws on the findings from the empirical research and ideas in the 
literature, in order to synthesise overall conclusions about the questions posed at 
the beginning of this research. In interpreting various kinds of data, I attempted
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to understand and address my own biases, since I recognise that all 
understanding is culturally formed (Gadamer, 1979). The view of Martin 
Heidegger (1889-1976), as reported by Gadamer (1979), is that any 
interpretation is part of the history of what is understood. In interpreting the 
findings therefore, I tried to relate individual themes to my understanding of the 
British cultural context, of which I, as the interpreter, am also a part (Gadamer, 
1979; Ricoeur, 1991).
Since this research enquired into conceptions of craft, the chapter includes 
discussion and conclusions about the operational definition of craft used 
throughout the research. In addition, suggestions are offered about the 
implications of the findings for interested parties. Although this is done in the 
knowledge that social changes in society can take some fifty years to reach the 
school curriculum (Efland et al. 1996), this research found that recent changes 
in society are already having a significant effect on the two subjects in which 
craft is presently taught.
It is important not to confuse craft in secondary schools with the national 
curricula subjects Art and D&T. This thesis reports on research into craft. 
Nevertheless, since these are the school subjects in which it is located, what 
happens in them inevitably also affects craft. Therefore in this chapter it has 
been necessary to discuss the present and future of these two subjects in order to 
draw overall conclusions.
A very important finding about the history of craft, reported in Chapter 1 was 
that craft has been manifested in English and Welsh society in four strands: 
traditional craft, women's craft, workmen's craft and expressive craft. Low 
social status is a common factor for these four strands. Moreover, there is a 
popular conception in society that practical knowledge is inferior to academic 
knowledge. In addition academics have tended to shun craft and it lacks a 
coherent theoretical framework (Metcalf, 1993; Evans, 1998).
A finding of the historical review of craft education and of the empirical 
research, reported in Chapters 2, 3 and 4 is that three of these four strands have 
also existed in English and Welsh schools, the exception being traditional craft. 
As in society, craft has had an ambivalent and uncomfortable role in English 
and Welsh schools and academic subjects have been accorded higher status. 
Historically practical knowledge has tended to be considered suitable for low 
achieving pupils in academic subjects (Sutton, 1967; Penfold, 1988; Rutland,
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1997). In 1999, this view was expressed by the chief inspector of schools 
(Passmore, 1999) and when visiting schools for this research, I discovered that 
these attitudes remain prevalent.
7.2 RECURRING JUSTIFICATIONS
7.2.1 Pleasures of Craft
Craft education is extremely popular with pupils. The possibility that the 
research design influenced this finding must be taken into account. By asking 
Art and D&T subject heads to select pupils, it may be that the views of those 
who dislike craft were minimised. Pupils who expressed strong preferences for 
Art or D&T spoke disparagingly about the other subject, in a similar way to 
their teachers.
However, the finding about the popularity of craft in secondary schools is 
reinforced by other research (Ross and Kamba, 1997). It could be that craft is 
popular by default; that is to say it is the least unpopular of all school activities. 
But the warmth and enthusiasm with which pupils talked to me about engaging 
in it contradicts this. What is more, craft is a favourite hobby for the population 
at large (Carlton and Sargant, 1997).
Anthropologists such as Cell (1992) and Dissanayake (1995) argue that 
engaging in craft is inherently pleasurable and a critically important biological 
drive. This pleasure is derived from handling and crafting physical materials 
and is inextricably linked to the tool making and ceremonial functions of 
premodern people. Dissanayake (1999) draws attention to how readily children 
learn craft skills. It follows that an important function of craft education is in 
motivating pupils to learn. Instead of being marginalised, its potential for 
enabling learning in other, appropriate areas of the secondary curriculum should 
be explored.
7.2.2 Vocational Relevance
The pupils in this research valued craft in school for what they thought it could 
contribute to their future lives. Many were able to specify future jobs that would 
require practical skills. This was not the finding I expected, since it was 
commonplace amongst policy makers, scholars and the general public in the 
1990s to assert that the main goal of education in the 1990s and beyond was to
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serve the future economic needs of society and that wealth would be 'built on 
brains, know-how, research and the capacity of innovation' (Ramonet, 1999, 
p .l) .
A simple explanation may be that pupils and adult exist in separate worlds. The 
research discovered that instead of anticipating social and economic changes, 
pupils (boys in particular) were intending to pursue similar jobs to family 
members, many of whom earned their living by practical skills.
Another explanation could be that in this particular sample of schools, pupils 
from blue collar family backgrounds were over-represented. As explained in 
Chapter 3, schools were selected so as to represent national patterns of 
distribution, taking into account factors such as size, type and location. 
However, no attempt was made to select schools by social background of 
pupils, not least because there is no detailed, reliable statistical information 
available with which to do this.
A further possible explanation is that those pupils who were selected for 
interview were unrepresentative of their overall school populations. If it is true 
that Art and D&T are largely for low achievers in academic subjects, it is likely 
that the academically able were under-represented. This would particularly be 
the case with pupils selected by subject heads of Art, which is optional at KS4. 
That these doubts remain suggests that another method of selecting pupils might 
have been preferable, such as random selection.
Research carried out by the National Foundation for Education Research for the 
Royal Society for the Encouragement of Arts, Manufactures and Commerce in 
1998 found that pupils valued learning in Art for utilitarian reasons. The same 
was true for craft in this research.
Since pupils generally believe learning craft at school helps them in their future 
careers, the question arises, how does it do this? Learning practical skills is 
central to craft education. It is generally agreed that there is no real proof these 
skills are transferable to another context (Eisner, 1998). On the other hand, it 
has often been claimed that the discipline and habits of sustained hard work 
gained from engaging in craft are useful, core vocational skills (Robertson,
1961; Cave, 1997). According to Elliott (1999), education policy in Britain at 
the end of the twentieth century was determined by the widely held view that a 
pool of highly educated labour is necessary for future economic growth. If so, it
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is difficult to understand how teaching pupils to operate a sewing machine, 
manipulate clay or saw through MDF enabled these educational objectives to be 
met.
However, many pupils in this research were clear that they wanted to earn their 
living by manual work. They named particular jobs such as builder, car 
mechanic or beautician. It can be presumed that pupils have set realistic 
aspirations and that there are likely to continue to be employment possibilities in 
these and other fields that require manual skills. As Beynon (1992, p. 182) 
points out, just because people work in the service, rather than the industrial 
sector of the economy, does not mean there will be fewer manual jobs. On the 
contrary, there is likely to be a ‘continuity of manual labour, maintained within 
different sets of relationships and contexts’.
Nevertheless, craft was also valued by pupils who did not consider it would be 
useful vocationally. While acknowledging that learning craft could help some 
pupils earn a living, this alone does not justify it a place in the school 
curriculum.
7.2.3 Psychological and Developmental
A finding of this research is that pupils identified pride and sense of 
achievement as an important benefit of learning craft. This accords with 
findings about teachers (Mason and Iwano, 1997) and research by the National 
Foundation for Education Research (1998).
It is difficult to justify craft in schools on the basis of engendering pride, since 
almost any school activity has the potential to do this. Instead, it is necessary to 
ask what lies behind so many pupils and teachers prominently associating pride 
and achievement with craft. My conclusion from the pupil interview data is that 
craft pride is brought about by recognition of the rewards and effort involved 
and also by having a concrete artefact to show off. This is particularly the case 
if the kind of artefact accords with a pupil’s personal tastes and preferences.
However even more significant is the pride engendered by mastery of manual 
skills. Craft activity combines toil, skill and a special relationship between the 
maker and artefact being produced (Robertson, 1989). It is because the maker 
identifies strongly with the artefact, that it is considered personal and special.
As a consequence, craft is often associated with gifts, in particular those that
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mark a special occasion (Hicky, 1997; Ford, 1998). A conclusion is that there 
are unique attributes of engaging in craft, especially the development of manual 
skills, which cause it to be a very meaningful process for pupils.
7.3 TEACHING AND LEARNING
7.3.1 Design and Make Process
In general, pupils in this research preferred to learn craft by working together 
on similar, or near identical artefacts and following an example. That pupils 
liked to make identical artefacts was a surprise to me. I witnessed a perfunctory 
disregard of the design and make process by teachers in D&T which 
contradicted the approach to craft teaching in post-secondary education with 
which I was familiar. However, in observing these kinds of lessons, I could 
clearly see that pupils were learning from each other in acquiring skills and 
were motivated by the exemplars.
Nevertheless, the difference between the design and make process in post­
secondary education and the teaching of craft in schools is curious. Design was 
defined throughout this research as: solving a problem by conceiving and 
planning what does not yet exist. This was not what I observed happening in 
D&T in the schools I visited and was also reported by OFSTED (1995a). One 
explanation could be that D&T teachers lack training in design, although this 
requires further investigation.
The Crafts Council was clear that craft involves a continual process from 
conception, to refinement of idea through to making the artefact (the design and 
make process). Some of the arguments in favour of teaching design and craft 
together are compelling. For example, where the design and make process is 
adhered to, the close and beneficial relationship between brain and hand 
described above can be maximised. That is to say that initial ideas are 
developed through craft, as opposed to only making a prototype of a final 
solution. Moreover, I agree with the argument that through designing and 
making pupils learn to solve problems in a concrete way (Baynes, 1985), 
although this was not what I found taking place in schools.
All the same it is necessary to separate arguments for design in secondary 
schools from those for craft. After all, in this research it was the actual making 
and producing concrete outcomes that pupils said they enjoyed and valued most.
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It is also pertinent that developments in computers mean that it is no longer 
necessary for a designer or assistant to make an artefact. CAD/CAM technology 
can both enable the designer to see the artefact 'virtually' and also make it 
(Myerson, 1997). A conclusion is that although craft may beneficially be taught 
together with design, they each have their own intrinsic benefits.
7.3.2 Craft Knowledge
A finding of this research, supported strongly in the literature is that craft 
knowledge is tacit, cannot be expressed verbally and is best learned through 
demonstrating, observing and practising. In my experience teaching at post­
secondary level this is not necessarily the case, although I acknowledge it 
applies to much craft activity. Engaging in craft often necessitates a sound 
understanding of propositional knowledge, for example the chemistry of dyes, 
calculations or accurate measuring. This knowledge is not usually best learned 
through observation, or trial and error. The large number of publications 
explaining how to practise a craft as a hobby (Baynes, 1998) attest to the fact 
that there are other ways the practice of a craft may be learned.
Harrod (1999, p .29) notes that from the 1920s, the British studio craft 
movement deliberately adopted a ‘primitivist’ approach to technology and that 
this attitude remains widespread. This probably reflects the anti-technology 
views of the influential arts and crafts movement. Craftspeople I know who 
trained in Germany and the Netherlands have a very different attitude to 
technology and propositional knowledge, both of which they seem to readily 
embrace. Moreover, in learning their craft, although they appeared to have 
acquired a very high level of tacit skills, they also studied the theory of their 
craft in depth. So, for example, a skilled carpenter has a thorough theoretical 
understanding of many kinds of wood and their properties, while a potter has 
studied chemistry to a high level. These personal anecdotes are not intended to 
form the basis of generalisations about how craft is conceived and taught in 
these countries. However, it is pertinent that Levien (1998) claims this kind of 
knowledge is not taught in any depth on craft courses in British post-secondary 
education where the emphasis is instead placed on originality and creativity.
In the English and Welsh secondary schools I visited for this research, I found 
that in Art, creativity and expression were given priority over forms of 
knowledge, while in D&T, although craft was sometimes used to teach about 
technology, the technology of craft was not taught. In D&T, pupils had to write
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down evaluations that in large part described what they had done. Since they 
were being asked to describe the indescribable (use of tacit skills), it is little 
wonder they disliked it so much.
That pupils enjoy hands on engagement and developing tacit skills is important. 
Moreover, it appears that this part of craft knowledge engages with pupils’ 
instincts and that they acquire it intuitively, in the same way as people learn to 
speak (Pinker, 1994; Metcalf, 1997). However, this fact should be used as a 
platform for also teaching complementary, propositional knowledge about craft. 
They ought to learn both kinds of knowledge side by side, so they understand 
the relevance and close relationship of each (Perry, 1987).
7.3.3 Resources
Pupils were generally uncritical of the tools, materials and equipment available 
for craft in schools, although they considered they were allocated insufficient 
time and class sizes were too large. Teachers shared these concerns but also felt 
strongly that their ability to teach craft was hampered by poor resources. This 
was confirmed in the parallel survey which investigated teachers' views in depth 
(Bedford and Mason, 1997).
Although teachers felt strongly about this, my view is that the provision for 
craft is not quite as problematic as they claim. According to Mason (1998) 
education experts from other countries are surprised by the extensive provision 
for craft in British secondary schools. I have also found that the existence of 
workshops, equipped with specialist equipment in British secondary schools is 
more generous than anything I have seen in the Netherlands, Switzerland, 
France, Portugal and Canada. However, it was apparent that most tools and 
machines I observed were purchased approximately twenty-five to thirty years 
ago and many of them either needed replacing immediately, or in the near 
future.
Many teachers had set up informal arrangements with local businesses and 
factories, so that off-cuts and waste materials were delivered to their school, a 
practice which should be encouraged. Craft is an expensive subject to deliver in 
school (Mason and Iwano, 1995) and if materials are donated, costs can be 
reduced. In addition, it is a better use of land and resources to salvage and 
recycle materials, rather than to dispose of them (Papanek, 1995).
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What is wrong with this practice at present is that it is random, informal and 
dependant on the enthusiasm of individual teachers. Is it really the teachers' 
responsibility to go out and scrounge teaching materials? Moreover, this 
practice is too dependant on chance; for example that a school is located near a 
suitable factory, or that there is a sympathetic individual in a business, willing 
to donate waste materials for craft.
A suggestion is that this scheme should be formalised nationally, for example in 
the form of a central data base, which listed those businesses willing to donate 
waste materials. A small organisation could be created to implement and 
encourage this. School managements, or LEAs could then make the 
arrangements, rather than the teachers. I am not advocating setting up a large 
bureaucracy. Perhaps policy makers could devise alternative ways of 
formalising arrangements. The important point is that teachers should not be 
responsible for it.
7.3.4 Organisation of Curricula
The review of the history of craft education and the empirical research found 
that traditional craft is the one strand in society that has not been evident in 
secondary schools. However, I witnessed one important exception. One school 
in the research (DA) offered pupils a ‘rural studies’ element of D&T. In the 
rural studies room traditional, pre-modern craft artefacts were displayed on 
every available bit of wall space and hanging from the ceiling. Pupils made 
traditional rural, craft artefacts, such as scythes and baskets and reported that 
they particularly enjoyed it.
All the same, it was clear that this was exceptional and the result of the 
enthusiasm of one teacher. I found nothing like it in any of the other targeted 
schools, including two in rural locations. According to Patton (1987) 
researchers should seek explanations for what they do not find, as long as this is 
relevant to the aims of the research. Therefore, the question arises why is 
traditional craft so uncommon in secondary schools?
As confirmed by research carried out by the National Foundation for Education 
Research (1998), it is the expressive strand of craft that is taught in Art. In this 
research an observation was that Art teachers tended to limit the content of their 
historical and cultural lessons to only include aspects of an elite western history 
of art. Vernacular art and craft and its history were ignored.
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According to Castells (1996) there is nostalgia in English and Welsh culture for 
a rural past, but not a strong living folk tradition. This could be another reason 
traditional craft is uncommon in schools. Despite important exceptions like the 
one reported above, pre-industrial heritage in England Wales consists mainly of 
either preservation of elite culture (e.g. stately country houses) or a sanitised 
recreation of a past rural life. In both cases, an urban, or suburban, population 
is looking on from the outside, even when they revive a craft, rather than 
spontaneously participating. Heritage has replaced tradition (Hewison, 1987). 
Giddens (1999b, p .4) describes how this kind of engagement with the past is 
‘severed from the lifeblood of tradition, which is its connection with the 
experience of everyday life’.
That craft continues to be manifested in schools according to three of the 
strands is extremely significant for its future in schools, because there are social 
and philosophical factors that threaten the continued existence of all three, as 
currently constituted. The finding that all three strands were declining in 
schools and that expressive craft was apparently being cut back the most is 
corroborated by parallel research (Bedford and Mason, 1997).
7.4 SIGNIFICANCE OF SOCIAL CHANGE
7.4.1 Changing Conceptions of Technology
The following conclusions about the educational value and relevance of craft in 
secondary schools in the twenty-first century draw on theories about changing 
conceptions of technology. It is evident that this has implications for D&T, 
since it has ‘technology’ in its title. It also has far reaching ramifications for 
expressive craft in Art.
7.4.1.1 Implications for Art
The historical overview of craft found there were two opposite conceptions of 
technology within modernity. On the one hand it was considered an agent of 
human liberation, with the potential to lead humans to a future utopia, on the 
other hand it was viewed as an agent of human subjection, responsible for 
ejecting humans from a past paradise (Collini, 2000). However, both of these 
conceptions have been challenged by scholars, who claim they are myths 
(Nordenson, 1976; Lyotard, 1984; Weiner, 1986).
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Within modernity it was common for artists to consider that technology 
threatened their humanity and individuality. Technology was understood to 
deprive people of their autonomy and freedom to act. However, artists could 
free themselves from subjection by a technological society through producing 
art, conceived as personal expression. Hence as the myths about technology 
have been repudiated within postmodern theory, so a paradigm of art is also 
disavowed. Since expressive craft operated within this paradigm, it has also 
been affected by changing conceptions of technology (Willis, 1990; Metcalf, 
1993; Mclntire, 1998).
In the case of secondary schools. Art has frequently been justified in the 
curriculum because it enables individual expression (Newland, 1986; Efland, 
1990; Efland et al, 1996; Siegesmund, 1998). It was considered an antidote to 
the rest of the secondary curriculum, which in an attempt to match education 
with the needs of a technological society (Ellul, 1965; Eisner, 1985; Lyon,
1994; Efland, 1995). It is important to note that the myth of expression and 
freedom through art is largely dependant on another one about an autonomous 
and inhuman technology (Seabrook, 2000). This justification for art education, 
which has been described by Steers (1998, p. 10) as 'wildly romantic' 
nevertheless continued to have wide currency amongst Art teachers during the 
nineteen-nineties (Siegesmund, 1998). This research discovered these myths 
were also believed by KS4 pupils who particularly enjoyed this subject. 
Research by the National Council for Education Research (1998) also confirms 
this. However this does not provide a credible justification for art in the 
curriculum, because it lends credence to the fallacious notion of the artist as 
bearer of meaning and truth (Fehr, 1994; Efland, 1995). Moreover, it means 
that within Art, pupils are being encouraged to lend these myths credence, 
instead of being taught to interpret them (Efland at al, 1996; Wolcott, 1996)
The expressive paradigm has been rejected by structuralist and post-structuralist 
theorists, who claim that an art work cannot be the expression of an individual, 
or their inner truth because the meaning of a work only exists at the time and 
according to the way in which it is interpreted. In addition, scholars widely 
question whether there is such a thing as a single identity for an individual to 
express (Barthes, 1983; Gane and Johnson, 1983; Kellner, 1992; Mclntire,
1998).
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The fact that so many scholars question the validity of the expressive paradigm 
for Art in schools has clear and profound implications for craft in Art. Craft 
entered Art in English and Welsh secondary schools in the 1950s precisely as a 
vehicle for pupils’ self-expression (Newland, 1986). This raises the question 
addressed later on: if Art is reconstituted, will craft continue to have a role as a 
subject element and if so what?
7.4.1.2 Implications for D&T
According to Giddens (1999b) ‘technology’ is popularly interpreted to mean ‘hi- 
tech’. This was also the view of pupils interviewed for this research. Moreover, 
they considered craft and technology to be opposites. They also adhered to a 
another modernist view, that society is progressing, due to technology. 
According to this view there is a hierarchy of technologies and earlier ones are 
qualitatively inferior to those that have superseded them (Isaac, 1986).
Scholars who write about technology in D&T tend to agree and define it in the 
same way as enlightenment philosophers at the inception of modernity. For 
example, for Down (1986) it is secular, materialistic, optimistic, concerned with 
efficiency and the conquest of nature. Eggleston (1996) claims that the subject 
D&T aims at producing technologists. He further states that the statutory orders 
for this subject, issued in 1995, were written with a view to equipping pupils to 
function effectively in a technological society.
As long as the modernist myth of technological determinism and progress 
predominates in D&T, craft can only be an anachronism, in opposition to the 
forces of change. It continues to be taught in this subject by default, because 
'most of the technological developments are outside the scope of school 
provision' (Isaac, 1986, p .61). It is resource rather than policy considerations 
that permit it to stay. This is a feeble justification for craft and puts it in a 
perilous position.
7.4.1.3 Appropriate Technology
There is a common view that a difference between craft and technology lies in 
the fact that the former values human, manual skills over the latter. It is claimed 
that craftspeople improve the quality and efficiency of their work not by 
improving the technology, but by improving their tacit skill. In the case of
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industrial technology, this process is reversed and hence within modernity craft 
steadily diminishes (Ellul, 1965; Dormer, 1994).
I do not wish to ally myself with the nostalgic view that technology brutally 
destroys traditional ways of life and craft (Greenhalgh, 1997a). Lucie-Smith 
(1981), Kellner, (1992) and Giddens (1999b) warn that any notion of pre­
modernity is a myth and the concept of traditional societies was invented within 
modernity. Bearing these warnings in mind, it is nevertheless necessary to insist 
that societies existed before, or outside, modernity (Dissanayake, 1995). My 
contention is that the same Western view that established a hierarchy by 
labelling these as 'primitive' also placed technology ahead of craft. Western, 
technologically advanced societies were commonly considered to be superior 
(Price, 1989). It is the case that alternatives have sometimes been romanticised 
(e.g. Rousseau's 'noble savage'), in rare cases to the extent of turning the 
established hierarchy on its head (Hewlett, 1989). However, neither is de facto 
superior to the other, except in terms of brute force; for example the way 
technology in the form of weapons enabled European powers to colonise Africa 
in the nineteenth century (Lindqvist, 1999).
Even the economic argument that technological progress has made craft 
economically non-viable does not necessarily stand up (Greenhalgh, 1997a). I 
know craft potters who earn a comfortable living by pricing their work at a little 
below that of luxury industrial ceramics. Similarly, I have met craftspeople who 
build fitted kitchen furniture at a cheaper price than that charged for most 
standardised, factory made units.
Within postmodernity therefore the relationship between society and technology 
has altered. Craft theorists still write about technology in terms of factory 
production and Fordism, while in postmodern society a third industrial 
revolution and a new paradigm of technology has emerged (Elliott, 1999). 
Postmodern theory calls into question both the optimistic view that technology 
will bring about the salvation of humankind and the pessimistic view that it will 
destroy everything. Technology does not have to be put on a pedestal, nor 
viewed with dread (Giddens, 1999b). The discourse of technology within 
modernity has largely excluded craft, because it has been labelled pre-modern 
(Greenhalgh, 1997a). However, within postmodern theory, modernist 
interpretations of technology and society are rejected and it is proposed that 
craft and technology are not opposites. As Giddens (1999b) points out, within 
postmodernity, there can be no such thing as a single technological society.
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instead there are many concepts of it and different discourses have their own 
technologies, including different crafts. There are appropriate technologies for 
particular contexts (Lyotard, 1984). Concepts of appropriate technology 
challenge received hierarchies and the newest is not necessarily the most 
suitable, or best.
It is also claimed that postmodern society needs to address ethical questions 
about technology. For example, whether it is ethical to add to atmospheric 
pollution and global warming by equipping cars with air conditioning, when 
drivers could open a window instead (Willey, 1989: Papenek, 1995; Attfield, 
1999).
It is beyond the scope of this research to explain the full implications of this for 
the future of D&T. However it is essential to spell out that craft is not an 
inferior form of technology. The concept of appropriate technology is also 
useful for craft education. Different crafts can and always have employed 
various kinds of technology, as required, including state of the art hi-tech, such 
as computer controlled kilns.
Craft and technology are different concepts and the rationales for teaching them 
are very different. Although this research did not set out to investigate the 
concept of technology in schools, a finding was that this concept is contused 
and uncertain. A conclusion is that further research is needed into this concept 
and its role within secondary education.
7.4.1.4 Pupils’ Craftwork in D&T
A finding of this research was that that the kinds of artefacts commonly made 
by pupils in D&T were craft pretending to be high-tech. This illustrates how the 
relationship between technology and craft in this subject is confused. For 
example, pupils would spend hours sanding a piece of wood, to try to make it 
have the appearance of machined metal. This suggests that their teachers 
consider machine made artefacts to be superior.
This point of view is promoted by OFSTED (1995b) in a book offering D&T 
teachers advice on good practice in secondary schools. The example offered is 
of pupils making pens. The photographs of the pens pupils have made look like 
mass produced articles, even up to being enclosed in vacuum formed wrapping. 
However, unlike a pen purchased in a shop, these would not write. Just the
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outside has been produced to look like the real thing. A conclusion of this 
research is that, contrary to this example, those who teach craft do not need to 
promote technology over craft. Pupils' craft artefacts would be all the better for 
acknowledging this.
7.4.2 Changing Conceptions of Time
Different conceptions of time also have important implications for the future of 
craft in secondary schools. A finding of Chapter 1 is that there have been three 
conceptions of time: biological time, linear time and timeless time (Calinescu, 
1987; Soja, 1989; Harvey, 1990; Castells, 1996). A finding derived from the 
interviews with pupils revealed they experienced engaging in craft in biological 
time. This causes difficulties, since in a secondary school craft is taught and 
learned within the rigid confines of linear time. Biological time fits uneasily 
with this.
This also explains the ambivalent position of industrial craft in society. Whereas 
craft is predicated on perseverance, the practice of manual skills and 'an 
uncompromising pursuit of quality' (Levien, 1998 p .89), the priority for 
industry is to manufacture as efficiently, quickly and cheaply as possible 
(Osborne, 1975; Evans, 1998). For adherents of the former, an artefact takes as 
long as necessary to complete, for adherents of the latter work is carried out 
against the clock. This means that industrial craft is in an unsustainable 
position. It serves a master who forever seeks ways to eradicate it (Elliott,
1999).
7.4.1 Biological Time and Craft
The concept of timeless time does not accord with the gradual acquisition and 
improvement of skills necessary to practise craft. However for pupils, the more 
they were able to develop craft skills, the more they appreciated craft. It was 
precisely for these reasons that it was popular.
A conclusion must be that within postmodernity, many human, biological needs 
do not go away. Craft is like other vital human activities that have survived 
from pre-modernity such as eating, cultivation, procreation, rest, conversation 
(Dissanayake, 1992). These are most comfortably experienced within biological 
time. By teaching craft, schools allow pupils to move outside linear time and 
experience essential dimensions of themselves and premodern, unwritten
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history. This in my view is a vital component of educating the individual. 
According to Metcalf (1997) the consequences of this experience for pupils can 
bring benefit for the rest of their lives.
7.4.2 Implications for Teaching and Learning Craft
As presently organised, English and Welsh state secondary schools are products 
of modernity and function according to linear time. This causes problems for 
teaching craft. A finding of the review of the history of craft education was that 
craft knowledge is tacit, cannot be communicated verbally and has to be 
demonstrated and learned by doing through an apprentice system (Robertson, 
1952; Polanyi, 1967; Percy and Triggs, 1990; Dormer 1994; Burgess and 
Schofield, 1998). Although I dispute this is the only way to teach craft, the 
pupils in this research were emphatic in saying they preferred to learn it in this 
way.
As Robertson (1961) has pointed out, an apprenticeship model of learning does 
not fit easily into a secondary school ethos. Although she advocates combining 
pupils from different years in the same class, so that they can learn from each 
other, the way school timetables are drawn up means this is unlikely to occur. It 
occasionally happens during school breaks, when pupils of different ages use 
Art and D&T facilities to continue their craft, but only because pupils and 
teachers are prepared to give up free time.
Another activity that fits uneasily into schools is information technology, since 
it is an agent of timeless time. It is difficult to teach this like other subjects, 
although for different reasons from craft. In some of the schools visited for this 
research, computers were available on a drop-in basis. The overall impact of 
timeless time and information technology on schools is beyond the scope of this 
study. However, it is reasonable to suppose its increased use will cause schools 
to reduce their dependence on linear time (although probably not on starting 
times!). A paradoxical consequence might be a more flexibly arranged school 
day, from which craft education could also benefit.
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7.5 FUTURE OF CRAFT EDUCATION
7.5.1 Expressive Strand
The consequences of changing conceptions of time for expressive craft are 
inexorably tied up with the subject in which it is taught. The implications for 
Art are far reaching, because this subject is largely predicated on a particular 
view of western art history and theory (Efland et al. , 1996). This paradigm of 
art history is based on a concept of linear time and presented as coherent and 
sequential (Calinescu, 1987; Crowther, 1993). According to Edwards (1999) 
following the example of their nineteenth century predecessors, art historians in 
the twentieth century have connected the evolution of art with the rise of certain 
civilisations, concentrating particularly on western Europe. According to this 
view, time took precedence over space so that the orthodox meta-narrative 
moved its focus from Asia to Africa to regions of Europe to America. Because a 
linear view of time prevailed everything that did not fit into this scheme was 
ignored, including craft (Soja, 1989; Harvey, 1990; Efland et al, 1996;
Edwards, 1999).
The influential concept of genius, of singularly talented individuals influencing 
the direction of this tradition was predicated on this kind of sequential 
interpretation (Huyssen, 1988; Calinescu, 1987). This has been reinforced 
during the twentieth century by wide acceptance by artists and academics of the 
concept of the avant-garde. This concept promotes a view of art and society as 
progressing, with certain individuals in the lead, with whom society only 
catches up after a number of years (Calinescu, 1987; Edwards, 1999).
A finding of the history of craft in society was that craft has largely been 
eliminated from this art avant-garde, because it promotes skill, rather than 
originality and innovation. The denial of craft skills in the production of art was 
particularly pronounced by avant-garde artists and their promoters. This 
ironically allowed expressive craft a separate, albeit inferior identity, because it 
continued to require considerable skill (Frayling. 1990). However, as Metcalf 
(1993) has pointed out, an avant-garde of expressive craft subsequently 
emerged, whereby certain craftspeople renounced those factors (such as skill 
and utility) that separated their work from that of artists.
The concept of timeless time and new conceptions of space within postmodern 
theory undermine the idea of the avant-garde, because art is no longer
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understood to progress (Danto, 1999). Furthermore, these concepts challenge 
the paradigm of western art history that has existed since its inception during 
the nineteenth century (Danto, 1998, 1999; Edwards, 1999). The consequences 
of this for Art education are far reaching and are probably a principal cause of 
the conceptual uncertainty that now besets the subject (Efland 1995; Hughes, 
1998; Steers, 1997, 1998; Swift and Stanley 1999).
The collapse of this paradigm of art history means that craft, together with other 
neglected forms of art are no longer universally ignored by art historians 
(Garber, 1992). A new place for craft education in Art is made possible by an 
emerging postmodern paradigm of art history and theory.
7.5.1.1 Irrelevance of Self-expression
A new justification for craft in Art is required, because it will be increasingly 
difficult to perpetuate the myth of self-expression as a counter to an ever more 
impersonal technology. Pupils are able to embrace computer technology for 
their own needs, as are artists and this trend will continue (Maset, 1997). For 
them, technology is not a threat but a means of communication and reaching 
wider audiences (Kracht, 1997). It seems inconceivable that information 
technology will not play an increasing role in Art classes of the future.
Another challenge facing Art is the discrepancy between much professional 
practice and what happens in classrooms. Schools currently pay little attention 
to contemporary art (Jeffers and Parth, 1996). According to Steers (1997), 
school Art departments need to be wary of embracing the latest shenanigans of 
the contemporary art scene and there is truth in this. As Nordenson (1976) has 
pointed out, if everything has become art, as is commonly claimed within the 
professional art world, then, by the same token, nothing is art. This hardly 
provides a justification for Art in schools.
Yet what happens in the professional art world must have some significance to 
Art in schools, not least because it is promoted as such in museums and the 
media. Museums and the high status of art that they signify legitimise the status 
of art in society and must also in part legitimise Art in schools. The paradigm 
shift in the professional art world that took place at the end of the 1960s, caused 
a preoccupation with self-expression and formalism to be replaced by concepts 
and issues (Park, 1997). Moreover, a large number of professional artists use 
lens-based media and computers, instead of those traditionally associated with
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art, such as paint. Contemporary art theory has claimed that artists can not only 
dispense with craft skills, they do not need to create physical objects at all 
(Wolcott, 1996; Danto, 1998, 1999).
A result is that the expressive strand of craft has been left stranded within 
modernity, while art has moved into postmodernity (Metcalf, 1997). It is hard 
to understand how expressive craft can adopt the same paradigm shift and retain 
any of its distinctive attributes. It is pertinent that at the time of conducting this 
research, the education department of the Crafts Council, which has promoted 
expressive craft, was being merged with that of the Arts Council.
There are many compelling justifications for Art in the secondary curriculum in 
the twenty-first century, such as enabling pupils to interpret visual culture, or to 
design web pages (Raney, 1999). However, enabling self-expression by pupils 
is not one. That this was the main justification by pupils and teachers in this 
research for craft in Art is worrying.
7.5.1.2 Significance of Culture and Design
In this research, I saw pupils in Art lessons hastily constructing artefacts out of 
cardboard and masking tape. At secondary age, pupils surely need greater 
challenges, both manual and intellectual. Craft has the potential to do both. For 
example, through ceramics they can not only be taught about manipulation of 
clays, but also the science of glazing. A conclusion is that instead of being a 
vehicle for self-expression, craft in Art could be taught in two other ways. First 
it could be a way of teaching pupils about the past and present of their own and 
other cultures (Allison, 1985; Efland, 1995; Mason, 1999). Second it could 
learn from craft and design education at post-secondary level. Although 
different, both could be taught in tandem, through integrative assignments. 
Central to both approaches should be an emphasis on making artefacts, since 
pupils said this is what motivates them most.
A finding of the history of craft in society was that within timeless time, a 
consumer approach to history prevails (Bauman, 1992; Crowther, 1993). The 
past is viewed through a jumbled abundance of images, divorced from their 
original meanings, which individuals raid at will (Baudrillard, 1987). For 
example, some forms of craft exist to meets consumers' and tourists' pre­
conceptions, instead of operating as a medium of communication of cultural
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values (Becker, 1982; Jules-Rosette, 1984; Giddens, 1999b). Pupils in this 
research often located craft outside school in this way.
According to Efland et al, (1996, p. 13) '...post modern attitudes to culture are 
conditioned by a notion of pluralism, by the sense that all cultural production 
has to be understood within the context of its culture of origin '. Whereas within 
postmodernity, certainties themselves are called into question and nothing 'has 
to be' (Lyon, 1994), it is necessary for art education to confront postmodern 
theory (Swift and Stanley, 1999). During this research I observed Art classes 
where images of works of art from different cultures were used with abandon 
by pupils, with little or no understanding of their context. It is a consequence of 
timeless time that there is an abundance of information, but a reduction of 
knowledge and understanding (Castells, 1996).
To the very limited extent that teachers were offering pupils any information 
about craft artefacts outside school, it was strictly pictorial and presented 
without any expectation pupils should contextualise or understand it. The 
National Survey of Craft Parts 1 and 2 (Mason and Iwano, 1996; Bedford and 
Mason, 1997) both found that it is common for Art (and D&T) teachers not to 
include any cultural analysis in their lessons. However, if learning about their 
own and other environments and cultures was formally included as a part of 
craft education it would perform another valuable educational function (Young 
and Householder, 1992; Katter, 1995; Mason, 1999).
Another way to teach craft in Art would be to adopt the design and make 
process as commonly practised in post-secondary education. This would entail 
pupils developing and evaluating ideas, in order to solve specific problems laid 
down in a brief and where both aesthetic and practical considerations would 
have to be considered (Green, 1974; Baynes, 1985; Perry, 1987). In theory, 
this is similar to practice in D&T, although not in schools visited for this 
research. Although it is to be expected there would be a degree of overlap 
between two subjects which both teach design, in neither case is the potential of 
design education being fully exploited (Raney, 1999).
7.5.2 Women’s Strand
7.5.2.1 Effects of Equal Opportunities Policies
A finding of this research was that women's craft appeared to be least valued of 
the three strands in schools. Some girls with mothers who sewed spoke warmly
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about it but it was very rare for pupils to afford it any value. While boys often 
said learning workmen’s craft would help them find a job, or hobby, this was 
not the case with girls (and boys) and women's craft.
The future of this strand can be better understood by considering the rapidly 
changing role of women in society (Giddens, 1999c). Since the 1960s, an ever 
increasing proportion of women in England and Wales has entered paid 
employment (Franks, 1998). It is inevitable that this had an impact on a strand 
of craft that had been largely associated with the home.
At the same time there has been a complex debate within feminism about 
women’s equality in society, in relation to men. On the one hand there is the 
view women are equal to men and should be treated identically. On the other 
hand is a view that women, while not inferior are nevertheless biologically 
different. According to the latter view, equality does not mean behaving and 
working like men, but asserting equal respect for women’s biological 
differences (Chaperon, 1999).
A finding of the history of craft education was that those who advocate the 
former view, consider women's craft to be no more than a record of their 
subjugation within a patriarchal society (Attar, 1990). However, the alternative 
view is that the differences are important, which lends significance to women’s 
craft. It has largely been overlooked and undervalued because it has been hidden 
away in the home and been judged according to criteria laid down by men 
(Parker, 1986; Collins and Sandell, 1987; Hicks, 1992).
Since the 1970s, it has been official policy in English and Welsh education to 
promote and implement equality between the sexes. The implication of this for 
women's craft is that it is officially promoted in schools as suitable for both 
sexes. The consequences of this for the women's strand are as follows.
Teachers cannot easily promote women's craft, or the concept of a separate 
feminine sensibility, because of their obligation to implement equal 
opportunities policies. The more effectively they promote equal opportunities, 
the more they undermine this strand. At the same time, because girls are 
encouraged towards paid employment, they have less interest in learning 
women's craft. Therefore women's craft in schools is in an impossible position.
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1.5,2,2 Women’s Studies and Fashion Design
This research confirmed that boys have little interest in this strand, which they 
consider 'sissy' and inappropriate to their gender. They aspired to a male 
aesthetic, which has 'a more macho look'. At KS4, when pupils choose which 
options to study, it was extremely rare to see a boy within this strand. What is 
more, it is very seldom taught by males. A conclusion must be that equal 
opportunities policies have been detrimental to women's craft in schools. 
Moreover, they have not had the desired effect of breaking down barriers 
between the sexes in D&T (Harding, 1997).
A recommendation is that this strand needs to focus more clearly on the past 
and present of women's craft in society. This is partly a form of women's 
history and girls should be entitled to know about manifestations of their past, 
not just the past of males. This is not to suggest that boys should be excluded 
from this knowledge. But nor should they be used as an excuse to deny girls the 
right to find out about and participate in the perpetuation of this tradition 
(Southwell, 1997).
A further recommendation is that school textiles should relate more closely to 
the fashion industry, which is not presently the case. Since pupils of that age 
take a great interest in fashion and grooming (Kracht, 1997), relating school 
textiles more closely to this ought to increase their motivation. This might also 
raise its profile and status, which this research found to be very low.
7.5.3 Workmen’s Strand
7.5.3.1 Diminished Vocational Relevance
As noted above, the pupils in this research, understood craft as operating within 
biological time. In D&T good craft work was associated with quality of finish, 
for example sanding a wooden artefact for as long as was necessary to make it 
absolutely smooth. It is evident that such notions contradict the aims of 
industry, which is bound by linear time. The workmen's strand of craft in 
school has often been justified on vocational grounds. However, if craft in 
schools is conceived as being outside linear time, this contradicts a fundamental 
tenet of industry.
Since the creation of D&T in 1990, craft has existed in this strand more by 
default than in accordance with the stated aims of the subject of which it is an
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element. The rationale for making is to solve problems and understand basic 
technological concepts in concrete terms. In schools visited for this research, 
these aims were not being carried out.
Elliott (1999) claims that at the time this research was being conducted, Britain 
was undergoing a new industrial revolution, based on information technology 
and the microchip. It can be presumed this will challenge the kind of mechanical 
technology still taught in this strand in the schools visited. In this research, 
computers were rarely used, other than for word-processing. In those schools 
where computer aided manufacture (CAM) equipment had been installed, some 
teachers told me they lacked the knowledge to use it. Nevertheless, it is likely 
that in the future this kind of equipment will become cheaper, easier to operate 
and that newly qualified teachers will have more know how. In the same way 
that technological changes during the twentieth century have reduced craft to a 
peripheral role within industry (French, 1997; Elliott, 1999), so also craft in 
this strand in schools is likely to be displaced.
7.S.3.2 Contribution of Skills Based Learning
Since this strand is popular and one of the few, or only ways in which 
secondary school pupils experience craft education, its benefits need to be 
identified and promoted. In particular, craft needs to be an explicit, rather than 
implicit, element of D&T. Although D&T was a new subject in 1990, it 
included many practices, teachers and resources from CDT, a previous subject. 
It is important to note that an important legacy it still possesses is a considerable 
expertise in imparting craft skills. By acknowledging its past and celebrating 
craft skills and knowledge, this strand could better meet the future needs of 
pupils.
7.5.4 The Case for Integration
This research found that overall provision for craft is being cut back, with 
either Art or D&T in a particular school being especially disadvantaged. This 
was confirmed by the parallel research (Bedford and Mason, 1997). However, 
inadequate funding was affecting craft in Art and D&T in opposite ways.
In the case of Art, increased class sizes and reduced budgets were causing 
teachers to reduce, or eliminate, the time they spent on craft based activities, 
since two dimensional painting and drawing on paper is cheaper and takes less
258
space. In the case of D&T, budgetary restraints prevented the introduction and 
use of high-tech facilities and craft was taught because facilities such as 
woodwork tools and sewing machines continued to be there and high-tech 
equipment was not.
Art teachers were able to omit craft from their curricula because it is 
unnecessary for GCSE examinations. As one head of art (DNah) told me during 
an informal conversation, he had found a formula whereby pupils achieved good 
GCSE grades, by producing two dimensional pictures on paper, no larger than 
A4. This was cheap, he explained, so why should he teach craft, which was 
expensive? Since public examinations have a considerable influence on what is 
taught, in the case of Art, a compulsory craft element of the paper would ensure 
that it was taught, at least at KS4. Given the priority schools now give to 
performance in public examinations, increased funding for the subject would 
probably follow.
In the case of D&T, it is significant that many D&T teachers believe that they 
should be teaching craft skills (Bedford and Mason, 1997). The findings of this 
research confirm a widely held view that the subject is a compromise between 
those teachers who believe it should concentrate on imparting craft skills and 
those who advocate the teaching of up to date technology instead. The kinds of 
artefacts I saw pupils making tended to be craft masquerading as mass- 
production, which is indicative of the subject pulling in these two directions. 
There should be no need to compromise between them, because each has a place 
in pupils’ general education. However accommodating them both within one 
subject inevitably means it is beset by conceptual confusion.
As presently constituted, a continual decline of craft in both subjects in 
secondary schools appears inevitable. However, this is to be regretted. In this 
chapter I have argued that there are compelling reasons to continue to teach 
craft at secondary level. Moreover, the quality of craft education in England 
and Wales is admired by educationalists from other countries (Mason, 1997).
To arrest this decline Art and D&T need to collaborate closely, or elements of 
them should be combined. It is beyond the scope of this research to spell out in 
detail how this might occur, although since they are both practical subjects, they 
clearly have much in common. It is pertinent that the pupils in this research 
were able to identify links between them and how they could complement each 
other; for example aesthetics as taught in art and quality craftsmanship in D&T.
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It makes no sense for teachers of these subjects to be in conflict, as appeared to 
be the case in most of the schools in this research. In addition, amalgamating 
the subjects in some way would help to optimise use of facilities and resources. 
For example, this research found that textiles was particularly poorly resourced. 
Yet this was sometimes taught in both Art and D&T within the same school. It 
would surely be more expedient to pool resources and expertise.
Moreover, both subjects teach design. Although this is interpreted differently in 
each, it is another curriculum element they share. Post-secondary design 
education and the design industry in Britain have a very high reputation 
internationally. It is curious how little influence this has had in schools.
Design in this sense necessitates developing ideas through craft. Solutions to a 
design brief are arrived at from an understanding of the properties of materials 
and employing craft skills (Levien, 1998). In this context, craft skill should not 
be conspicuous and exist for its own sake, like the skill of a circus performer. 
Rather it forms an important underpinning of the knowledge base of these 
subjects. It is significant that at the same time as Art and D&T turned away 
from the concept of craft, so the raison d ’être of each was called into question. 
By losing the concept of craft, these subjects lose much of what it is that makes 
them distinctive.
The three strands of craft could amount to more than the sum of their parts if 
their shared educational benefits discussed in this thesis were formally 
recognised in policy and practice. Women’s craft can teach about a neglected 
tradition of craft, about women’s history and also contemporary design. At their 
best, both this strand and the workmen’s strand crucially put the emphasis on 
quality of craftsmanship, hard work and producing completed artefacts to the 
best of one’s ability. A reformed expressive craft strand has the potential to 
encourage creativity, teach about the socio-cultural contexts of craft and also 
aesthetics. I acknowledge that bringing these together would be extremely 
difficult and gradual and involve changes in long established views and ways of 
working. Whereas a laissez-faire approach will almost certainly ensure that the 
decline in secondary craft education continues, reforming in this way could 
provide it with a platform to thrive in the future.
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7.6 OPERATIONAL DEFINITION
This research began by investigating concepts of craft in British and Welsh 
society. One of the principal goals was to reach a working definition. The 
tentative definition of craft reached at the end of the review of literature about 
conceptions of craft in society was that it is: a  material technique, which 
requires tacit skill, ‘some degree o f hand making and an uncompromising 
pursuit o f  quality’ (Ellul, 1964; Levien, 1998, p .89).
In analysing and evaluating all the data, I subsequently came to the view that 
this definition overlooks other important kinds of craft knowledge. I readily 
acknowledge the importance for craft of tacit skills, which can only be known 
by experience and instinct. However, I am uneasy about the exclusion of 
propositional knowledge, as if when engaging in craft, one part of the person is 
functioning independently from the other. Gardner (1995) makes it clear that the 
human brain does not function that way. If one considers a surgeon undertaking 
an operation, it is evident that together with tacit skills, this person is 
simultaneously making use of other kinds of knowledge. It is exactly the same 
for any other craftsperson.
In a few cases, surgery is approaching the point where lasers and computers 
are displacing manual skills. These sorts of technological advances have the 
potential to challenge the notion that craft necessitates some use of hands.
Press and Cusworth (1998) claim that this is the case and that something is 
craft provided a person is engaged directly in its production. However, the 
fact that this would not necessitate ‘craftsmanship’, that is physical 
engagement with materials, makes me doubtful about this. In addition this 
research has shown that it is the skilled knowledge associated with using 
hands to make artefacts well, that pupils seem to value. It is this that is 
conducive to the development of bodily kinaesthetic intelligence (Gardner,
1995) and values such as personal fulfilment, that derive from evidence of 
concrete learning achievements and a sense of control over the environment.
This research confirmed that use of the hands is both pleasurable and meets 
fundamental, human needs. To some extent this need has been repressed in 
western education by a hierarchical view of the senses. Sight has been favoured 
over all the other senses, particularly over touch. This has been especially true 
of those fields where males were dominant. The supremacy of sight is 
demonstrated by the way 'to see' can mean 'to know'. Nevertheless, the
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Cartesian split between mind and body, which has dominated Western thought 
since the seventeenth century, has been challenged during the twentieth century 
and especially within postmodernity, by stressing the importance of the body to 
human actions and discourse (Gane and Johnson, 1993; Crowther, 1993; Lyon, 
1994; Evans, 1997).
As long as skilled use of the hands remains an important human need it is 
unlikely to disappear from craft. As Robertson (1989) has pointed out, everyone 
should be presented with opportunities to develop manual, tactile skills. To be 
denied this, is to be denied experience of essential parts of oneself. This view 
was strongly supported by findings from this research. For these reasons, I shall 
continue to include use of hands in my definition.
The empirical data also found that pupils like to develop skills and take time and 
trouble when engaging in craft. They were dissatisfied with 'cardboard 
technology'. For them craft is not just anything they make but, in the words of 
Dissanayake (1999), 'making special'. Therefore, in my definition I shall 
continue to include 'pursuit of quality'.
The concluding definition is: craft is a material technique, which requires a 
thorough knowledge, understanding and mastery o f  materials, processes and 
techniques, some degree o f  hand making and an uncompromising pursuit o f  
quality.
7.7 SUMMARY
Initiating pupils into craft based learning is important educationally. Pupils find 
its unique attributes pleasurable, meaningful and rewarding. That pupils enjoy 
hands-on engagement and developing tacit skills is important educationally, 
because it has played a vital role in human, cultural evolution and fulfils basic 
needs that have not gone away (Dissanayake, 1999). It is one of those 
premodern activities that allow people to experience the world through 
biological time and discover essential parts of themselves. Moreover, it appears 
that this kind of craft knowledge engages with pupils’ instincts and is a form of 
knowledge they recognise when they experience it (Gnossos), rather than a kind 
that can be proven. This could be used as a platform for also teaching 
complementary, propositional knowledge. It is important to note that craft 
knowledge is both tacit and propositional. Pupils need to experience both kinds
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of craft knowledge side by side, so they understand the relevance and close 
relationship of each.
Postmodern theory is challenging established hierarchies that portrayed craft 
as old fashioned, culturally insignificant and peripheral. Craft knowledge is 
not inherently inferior to other forms of knowledge, although this is how it 
has been generally been perceived in secondary schools. It is a knowledge 
all children need to develop.
Craft knowledge is useful to everyday life experience. Its acquisition builds 
confidence and encourages habits of hard work. It enables pupils to acquire 
a unique knowledge of the world and of themselves and their capabilities. 
Within postmodern economies, craft plays an important role. On the one 
hand there continues to be a large number of jobs that require craft skills, 
such as mechanics or beauticians. On the other hand participation in hobby 
crafts and DIY is growing, they are extremely popular adult pastimes which 
contribute substantially to the economy (Baynes, 1998). In addition, 
professional craft is able to co-exist alongside industry, rather than be 
displaced by it. Although these utilitarian arguments for craft education are 
compelling, they must not be used as reasons to associate it with low 
achievement in academic subjects.
Craft motivates pupils to learn. It has the potential to make learning in other 
subjects concrete and many pupils learn best this way.
Craft is not an inferior form of technology. Craft education should 
concentrate on teaching appropriate technology and not espouse primitive 
technology for its own sake. To do otherwise is at best pretentious and at 
worse denying pupils knowledge they have a right to.
The teaching and timetabling of craft needs to take into account the 
overwhelming view of pupils that they learn best by an apprentice model. 
Historically, art teachers have tended not to adopt this mode of teaching, 
because pupils’ individual needs have been considered paramount. However, 
pupils want and need to develop craft skills. They learn this from teachers, 
each other and through much practice. Successful craft education partly 
depends on this.
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Craft education needs adequate resourcing. This should comprise tools, 
equipment, space and time. In this research all of these were generally 
inadequate. A formal scheme for re-using waste materials from industry 
could alleviate one of these. However, only by pooling resources between 
Art and D&T could they all be addressed.
There are three different strands of craft in schools: an expressive strand in 
Art and women’s and workmen’s strands in D&T. The future of craft in 
secondary education is dependant on what happens to these subjects and 
strands. They need to be transformed in accordance with changes occurring 
in postmodern theory and society. They would benefit if they were brought 
closer together, or amalgamated in order that the strengths of each of the 
three strands complemented each other. While adopting a concept of design 
from post-secondary education could provide common ground between 
them, this should not be at the expense of the intrinsic benefits of craft 
education.
Bringing the strands together should also serve to clarify the concept of craft 
in schools and provide arguments for why it should take its place in an 
unfolding postmodern secondary curriculum. By focusing on the 
development of tacit and propositional skills, knowledge and understanding 
of tools, materials and processes and the promotion of quality, craft has the 
potential to be relevant to all pupils in the twenty-first century.
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Glossary of Key Terms
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A rt. A tradition of cultural manifestations generally in visual form, 
which is recognised as art both by those that produce them and an 
audience that decodes them (Becker, 1982).
Design. Solution to a problem by conceiving and planning what does not 
yet exist (Eggleston, 1976; Kimball, 1999).
Education. A formal transmission of culture, which includes skills, 
knowledge, attitudes, values and behaviour (Spindler, 1963).
Instrum ental knowledge. Knowledge that is rational and serves a 
function (Schweder, 1984).
M odernism. Elite cultural manifestations within modernity, 
characterised by a deliberate break with the past or the philosophical 
discourse within modernity (Lyon, 1994; Efland, 1995).
M odernity. The social order in the west that followed the Enlightenment 
in the eighteenth century and lasted until the late twentieth century 
(Lyon, 1994).
Postmodernism. Cultural manifestations within postmodernity, 
characterised by pastiche, complexity and the breaking down of 
traditional hierarchies and divisions or the philosophical discourse within 
postmodernity that challenges many of the tenets of philosophical 
modernism (Harvey, 1990; Lyon, 1994; Efland, Freedman and Stuhr,
1996).
Postmodernity. Social order that emerged during the 1970s, in which 
the perceived certainties of modernity are replaced by fragmentation and 
indeterminacy (Harvey, 1990; Lyon, 1994).
Prem odern. Conceptions of social or cultural manifestations that existed 
before modernity.
Tacit knowledge. Knowledge that comes not through theory but through 
physical involvement (McCullough, 1996).
Technology. A standardised means of attaining, as efficiently as 
possible, a pre-determined result (Ellul, 1965).
Tradition. Confirmation of shared, implicit beliefs by repetition of 
customs in a social context (Giddens, 1999).
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INTERVIEW SCHEDULE FOR PUPILS
In the following schedule, key questions are included in bold with the prompts in italics.
0.0 Introduction
0.1 Preamble
Thank you very much for agreeing to be interviewed today. 
I am doing this research for the Crafts Council and the 
information you give me will be very helpful in terms of the
advice they give to government, agencies and schools. They
have already asked teachers for their views and now want 
to find out pupils' opinions.
I want to make it quite clear that you don't have to do this 
interview if you don't want to. Are you happy about doing 
this interview?
I don't need to know your name unless you want me to. 
Would you prefer me to give you a number in my notes, 
rather than your name? Our conversation will remain 
confidential and nothing you say will be passed on to 
anyone else at school. Do you mind if I record our 
conversation? If you change your mind at any time, just tell 
me and I will turn the machine off, or you can do so 
yourself.
1.0 External Influences
1.1 Do you do any practical activities when you are not at 
school, such as: DIY, making things for everyday use in the 
home, model making, cooking, gardening, mending a bike? 
Yes/No.
Prompts: I f  so: how often? Do you do this because you want 
to, or because you have to?
1.2 Of all the things you do at home, which are your favourites 
- and why?
Prompt: [ I f  not mentioned] What about clothes? What about 
music? What kind o f  music? What about TV? Which 
programmes do you watch regularly? What do you spend most 
o f your time doing, when not at school? Would you rather be 
doing something else? I f  so: what? What about making?
1.3 (If making has been mentioned.) Please tell me in more 
detail about the making you do away from school.
Prompts: How do you do the making - any why? Where? Who 
do you do the making for? Are you given any help? Who from ?  
What do members o f  your family and close friends say about 
the things you make?
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1.4 Who and what most influences your ideas about this 
making away from school?
Prompts: Where do your ideas come from? What you do at 
school? Things you've seen on TV? What you've read in 
newspapers or magazines? Earning money from  making 
things? Something you've seen, or done on holiday? 
Involvement in clubs? Competitions? Visits to exhibitions, 
workshops, craft fairs? Things your close family and friends 
say about making? Do any o f  them make things, or earn money 
from  making? I f  so: what kinds o f  things?
1.5 In what ways is this making the same as, or different from 
the making that you do at school?
Prompts: Do you spend more time making at school, or away 
from  school? Which do you like/value more - and why? How do 
the facilities and equipment at school compare with those out 
o f  school? Do you spend more, or less time away from  school 
thinking up ideas, doing research fo r  making, designing, 
producing and evaluating what you make? Why? What 
difference does not having it marked make?
1.6 Do you know - or have you ever met anybody - who earned 
their living making things? If so, tell me about it.
Prompts: Where and how did you meet them? What did they 
make? Did they design, make and sell their work? What do you  
think about this way o f  earning a living? Can you remember 
their names?
2.0 Making in school
2.1 In which subjects do you have opportunities to make things 
at school?
Prompts: Do you make things often in these lessons? How  
often?
2.2 What have you been making recently?
Prompt: What do you think I  mean by making?
Please note that in this interview. I’m particularly 
interested in making in clay, metal, plastic, wood, textiles 
and other craft materials such as paper and card, but NOT 
in food, painting, drawing, photography or printmaking on 
paper. Do you know what I mean by textiles?
Prompts: Textiles can include: weaving, knitting, crochet, fe lt  
making (where you are actually making the textile 
itself): embroidery, batik, tie and dye and fabric printing (where 
you are adding pattern and texture to fabric) and sewing 
(joining together pieces o f  textile to make something - perhaps 
something to wear, a quilt or a hanging).
2.3 Can you tell me about the artefact you have brought with
you?
Prompts: There are a number o f  stages in the process o f  
making something. Were you working to a brief? (If yes: what 
was it and who set it? Did you have any input into it and i f  so 
what? Describe how you went about making this from  the very
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beginning (when you were first set the brief). Were you making 
it fo r  anyone in particular? How did that affect (the brief and) 
the rest o f  the making process? Were there design and 
modelling stages? What tools, materials and equipment did you 
use and how much choice did you have in this? Did you decide 
what was good and what was bad about you work as you were 
making it, or when you had finished? What do you think about 
it now? I f  you had to do it again, would you do it any 
differently? How and why?
2.4 Which parts of lessons that include making do you like best
and least? Why?
Prompts: Parts o f  lessons include the setting o f  a brief, 
researching, designing, evaluating and producing etc.. Which 
do you think is the most enjoyable, important, useful, 
interesting etc. - and why? For which parts do you get the best 
marks?
2.5 Would you describe yourself as good at making things? Tell
me about the best thing you ever made at school and why 
you were pleased with it.
Prompts: How would you grade your overall performance in 
making, in comparison with others in your class? Why? Please 
explain. What was the best thing you ever made in Art or D & T  
and what did you like about it? Why do you think it was 
successful? Did other people feel the same way about it as 
you? What about the worst thing you ever made?
2.6 What is it that makes some pupils’ work better than 
others? How do people know what is good and bad work in 
Art and D&T?
Prompts: What is it about good work that makes it good? Is it 
because it's better made/put together? Because o f  the way it 
was planned out in advance? Because o f  the research?
Because it's something the person likes doing? Can you think 
o f  any other reasons?
2.7 What do you find easy/difficult about learning how to make 
things in school? What kind of help do you value most - 
and from whom?
Prompts: Have you ever had a disaster when making? I f  so, 
please tell me about it. Who did you go to fo r  help? What kind 
o f help did you need/value most and from  whom did it come? Is 
it important that lessons include demonstrations o f  making 
processes by teachers? That you are shown examples o f  
finished work, learn how to handle materials, tools and 
equipment? Are you taught particular methods and 
techniques?
2.8 How important is it that your teachers are makers as well 
and that they show you their work?
Prompts: Have you seen anything that your Art or D & T  
teachers have made? What was it? Do you ever have visitors in 
school who make things? I f  so, is this helpful and in what 
ways? Who are they and where do they come from?
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2.9 There is a saying: ‘a bad craftsperson blames the tools’, but
it is difficult to make things well without the proper 
materials, tools and equipment. Can you tell me a bit about 
the materials, tools and equipment you use at school and 
how important you think they are for your making to be 
successful?
Prompts: Do you usually have to share tools, materials and 
equipment in class when you learn to make, or are there 
enough to go round? I f  not: does this matter? Do you ever have 
to bring in materials, or are they all supplied? Are you given 
all the materials you need in class? How many pupils are there 
in classes where you learn about making? Is this too many, too 
few, or about right? Are the lessons too long, too short or 
about right? Do you use computers when you learn about 
making? What for? How many computers are there? Is this 
enough?
2.10 Sometimes you make things in Art, sometimes in D&T. Is 
there a difference and, if so what?
Prompts: Do you like making things in one subject more than 
the other? Do you like making out o f  certain materials more 
than out o f  others? Which ones and why? Can you use things 
you have learned in Art to help you in D& T (and vice versa)? 
Do you think that what you have learned in one is more 
valuable than what you have learned in the other? I f  so, why?
2.11 Are you going to take examinations which involve making 
in Art or D&T? Which ones?
Prompts: How much making do you do fo r  these exams? What 
kinds o f  making? How important do you think they are? Is the 
making you do fo r  exams different from what you did lower 
down the school? Did this help you to prepare fo r  the exams?
I f  so, how?
2.12 Of all the things you do at school, which are your favourites 
- and why?
Prompt: (I f not mentioned) What about making?
3.0 Value of Craft Activity
3.1 Do you think that learning how to use tools, equipment and 
materials and make things in school will be of use to you in 
your future life?
Prompts: Will this be o f  use to you i f  you are studying at 
college or university, after you've left school? I f  you are 
earning a living? When you're at home? I f  so, in what ways? I f  
not, why not? Do you see yourself ever having a job  or career 
that needs practical knowledge and skills? I f  so, what? In what 
ways do you expect that what you learn through making in 
school will affect your life as an adult (for example DIY, 
mending a car/clothes)? Will it influence your hobbies or the 
way you spend your spare time? Is there anything else about 
making in school you think might be important fo r  later life?
Do you think that practical knowledge and skills you learn in 
Art and D&T will be as useful to you later on as the things you  
learn in other school subjects (e.g. History and Maths)? Why is 
that?
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3.2 Do you think that practical knowledge and skills are
becoming more, or less important to people and the world 
today? Why is this?
Prompts: Apart from the value that practical knowledge and 
skills might have fo r  you personally, can you think o f  reasons 
why it might be a good or a bad thing i f  people understand how 
to use tools, materials and equipment?
3.3a Some people think that it’s valuable to learn about how -
and why - things were made in the past and who did the 
making. Do you agree or not? Please explain.
Prompt: For instance: wooden kitchen utensils and farm  
implements; furniture; things made out o f  metal by blacksmiths 
- parts o f  carts, fire  irons; clothes with hand-sewn seams and 
hems and embroidered textiles; objects made o f  clay - 
containers and pots. Some pupils and adult makers fin d  things 
made by craftspersons in the past can be valuable sources o f  
inspiration fo r  their own maldng: what do you think?
3.3b Some people think it’s important to learn how - and why -
things were - and are - being made in other parts of the 
world and who did, or does the making? Do you agree or 
not? Please explain?
Prompts: The sorts o f  things being made and used in other 
parts o f  the world that some peojfle think it is important to 
learn about include: jewellery, tools, pottery, woven cloth etc..
3.3c In your opinion, what is the best way of finding out about
these sorts of things?
Prompts: From books; through your own research; magazines 
and newspapers; CD-ROM; computers; videos; visits to 
museums; a holiday in a foreign country?
3.3d Are you encouraged to learn about these things in Art and
D&T? If so, how do you make use of this information when 
you are making?
Prompts: Is this useful fo r  understanding techniques? Does this 
help you fin d  ideas when you are designing? Does this 
knowledge make any difference to the way you talk about what 
you make? Do you learn about these things in any other 
subjects?
3.4 Do you think whether someone is a male or a female makes
any difference to the way they make things and the kind of 
things they make?
Prompts: Do you think that females are better at making some 
things and males at making others? Why/Why not?
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3.5 Have you ever come across anything that you really liked a 
lot and found pleasing to look at, handle or use?
Prompts: What was it? What did you like about it? Where did 
you see it? [Outside in the street? In a park or the countryside? 
In someone's home? An industrial or trade context? Museum? 
Gallery? Workshop? Studio? Shop? On holiday? A t a craft 
fair?] Do you know how it was made: was it manufactured in a 
factory, so that there might be many, many more like it, or in a 
small batch o f  similar objects, or as a one-off, so that it is the 
only one o f  its kind that exists?
3.6 Do you think it’s important that pupils are taught to make 
things at school from start to finish?
3.7 What do you think the main differences are between hand 
and machine made things?
Does it matter whether or not the making is done by machine 
or hand? Are machine, or hand made things any more - or less 
- pleasing to look at, handle, or use?
3.8a Does the word craft mean anything to you - and if so what?
What comes to your mind in connection with the word 'craft', 
as it applies to people and the world today?
3.8b Apart from what you do at school, does the word art mean
anything to you - and if so what?
What comes to your mind in connection with the word 'art', as 
it applies to people and the world today?
3.8c Apart from what you do at school, does the word
technology mean anything to you - and if so what?
What comes to your mind in connection with the word 
'technology ’ as it applies to people and the world today?
3.8d Apart from what you do at school, what do you think the
differences and similarity are between technology, art and 
craft?
4.0 Conclusion
4.1 (In closing)
Are there any questions you would like to ask me?
Thank you again for giving up your time to help me.
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TEACHERS' VIEWS
School: Date:
Time:
Name: ART/D&T Specialism:
Yrs. Teaching:
Prompt: These questions are about making activities in clay, metal, textiles or wood 
etc.
1.1 In your experience, what are the main factors that cause pupils to enjoy and 
work hard at craft?
Main factors that cause them not to? Activities/projects that work better than others? 
Do they enjoy craft? Why?AA/hy Not?
Influence o f assessment and exam syllabus?
1.2 How do pupils value craft in comparison with other things they do at 
school?
Compared with other things they do In ART/D&T? Compared with academic 
subjects?
2.1 How does your resourcing affect pupiis' motivation for craft and quaiity of 
work?
Do pupils ever have to bring In their own materials? Opinion o f the facilities, tools and 
equipment? Opportunities for pupils to use the facilities, other than during class 
time?
Influence o f resourcing on the kinds o f work set and the kinds of work produced? 
Their Influence on how hard pupils work and their enjoyment of craft?
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CHECKLIST 1 (FROM TEACHERS)
School: Date:
Time:
Name: ART/D&T
MODE OF TIMETABLING:
CONTACT HOURS PER WEEK FOR SUBJECT:
(KS 3 and 4)
PROPORTION OF CONTACT TIME SPENT ON CERAMICS, METAL, TEXTILES, 
WOOD:
(KS 3 and 4)
BUDGET:
(what is included?)
CRAFT MATERIALS:
(provided? brought in by pupils? by teachers?)
PUPILS ACCESS TO STUDIOS/WORKSHOPS 
(any extra curricular activities?)
COMPUTERS:
(number? which software? location? used for? access? CAD? CAM? CD-ROM?)
TECHNICIAN SUPPORT: 
(how much?)
VISITS:
(gallery? museum? craft fair? workshop? other?)
VISITORS:
(craftspersons? other?)
PUPIL COMPETITIONS:
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date: C H E C K L I S T  2
SCHOOL NAME:
no. of pupils; age range: boys girls mixed
urban suburban rural LEA selective LEA non-selective CTC GM ind. 
other
full name of ART/D&T dept(s).:
crafts taught in ART: ceramics metal textiles wood other: 
crafts taught in D&T: ceramics metal textiles wood other: 
staff list ART (with qualifications):
staff list D&T (with qualifications):
craft books and magazines:
(manuals, history, biog., other / age, quantity, quality / where)
other reference materials:
(new tech. CD-ROM, worksheets, wallcharts)
WORK EXHIBITED AROUND SCHOOL: 
(quantity/quality)
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date: C H E C K L I S T  3
SCHOOL NAME:
DISPLAY IN ART ROOMS:
(quantity/quality)
ART accommodation:
(number, sizes, condition, if shared)
ART equipment: 
(age, usage)
ART tools:
(number, condition, shared)
ART materials:
storage in ART :
(for work and materials)
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date: C H E C K L I S T  4
SCHOOL NAME:
DISPLAY IN D&T ROOMS:
(quantity/quality)
D&T accommodation:
(number, sizes, condition, if shared)
D&T equipment: 
(age, usage)
D&T tools:
(number, condition, shared)
D&T materials:
storage in D&T:
(for work and materials)
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PROJECT PROPOSAL
NATIONAL Su r v e y  o f  C r a f t  i n  Se c o n d a r y  S c h o o l s : 
Pupils as Makers: their motivation for, and perceptions, of 
craft education at Key Stages 3 & 4
Background to Project
The proposed project which is jointly commissioned by the Crafts Council 
and Roehampton Institute is based at the Roehampton Institute, London. It is 
the second stage o f a national programme of research into current provision 
for, and practice of, craft in Art and Design & Technology courses and 
Curricula at Key Stages 3 and 4 and will take the form of qualitative enquiry 
that is intended to follow up and contribute to the findings o f the national 
survey carried out in October 1994. The aims o f the survey were:-
(1) To determine the nature and extent o f learning through craft activity in Art 
and Design & Technology Curricula and Courses at Key Stages 3 and 4.
(2) To determine the extent to which knowledge and understanding o f craft 
inheritance is included.
(3) To establish the degree to which such learning is valued by Art and Design 
& Technology teachers.
(4) To identify the quality and quantity o f provision for this learning.
The survey questionnaire which was distributed to teachers responsible for Art 
and Design & Technology in all secondary schools in England and Wales 
explored the broad sweep of provision for craft education at Key Stages 3 /4. 
It achieved a 20% response rate and data is presently being coded and 
analysed statistically with a view to an interim report being made available to 
the Crafts Council by February 15 1995. Because the survey is yielding 
quantitative data in the main, there is a need for in-depth qualitative 
information of the kind that only emerges through fieldwork and/or case study 
research. Additionally, and because the survey focused on teachers' 
perceptions of issues identified above, there is a need to establish the nature of 
pupils' involvement in and attitudes towards craft-based activity - in particular 
to determine their motivation for engaging in this kind of work inside and 
outside school, views about practical, organisational and resource factors 
affecting the success o f KS3 & 4 programmes and, conceptions o f the 
educational value of craft.
The survey questionnaire targeted craft education in ceramics, wood, metal 
and textiles. Responses to question 6 have revealed large numbers of schools 
prepared to take part in a second stage of research; and they have identified 
particular strengths they are willing to share as follows
(1) Specialist provision for craft activity (e.g. purpose built workshops and 
studio facilities,
(2) Programmes where there are specialist staff and/or well developed links 
with professional crafts people,
(3) Programmes which emphasise historical and cultural input,
(4) Activities focusing on rural and domestic craft,
(5) Activities which respond to identified personal and community needs,
(6) Designing and making by pupils undertaken outside school,
(7) Use of CD ROM multimedia applications,
(8) Other. Please specify.
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Research Aims
This second stage of the national programme of research will focus o f pupils' 
perceptions o f craft, provision for craft education and the value o f craft 
activity at Key Stages 3 & 4. Specific research aims are:-
(1) To establish what motivates Key Stage 3 & 4 pupils to engage in craft 
activity inside and outside school.
(2) To determine their views on the quality of provision for craft related 
education (in textiles, metal, ceramics and wood) in Key Stage 3 & 4 curricula 
and courses and practical, organisational and other factors affecting their 
success.
(3) To document and record examples o f pupils' work that could contribute to 
the debate about what constitutes good practice in craft at Key Stages 3 & 4, 
in textiles, metal, ceramics and wood.
(4) To establish Key Stage 3 & 4 pupils' conceptions of the educational value 
o f creative practical education in their present and future lives.
Research Method
20 schools will be targeted for fieldwork from those that have identified 
strengths in more than two of the named areas. In selecting schools, particular 
attention will paid to strengths identified under items 5 and 6. Schools 
selected for further study will include those with strengths in ceramics, 
textiles, metal and wood and craft activity in both Design & Technology and 
Art and advice will be taken from LEA advisers also.
The schools will be contacted for the purposes of negotiating visits and 
targeting groups o f Key Stage 3/4 pupils for on site research.
Questions will be formulated aimed at eliciting the views and perceptions of 
groups of pupils on craft experience, provision for and the value o f craft by 
means of an informal questionnaire and verbal discussion in class. The 
questionnaire will be piloted.
Approx. 20 schools will be visited for 2-3 days for the purposes o f observing 
classes in which pupils are engaged in craft-based learning, documenting craft 
processes and outcomes and administering the pupil questionnaire. 
Additionally, there will be informal discussions with teachers about issues in 
craft education at KS 3/4 arising from the findings o f the national survey and 
about pupils' responses to the informal questionnaire. Individual pupils with a 
high motivation for craft making inside and outside school will be identified 
and targeted for further, more in-depth, research.
With a view to developing reasoned arguments for learning through making, 
10 'experts' on practical education, human development and/or craft will be 
interviewed by the project director during this time. Following this, the 
findings of this part o f the fieldwork research will be analysed and reported to 
the Crafts Council.
The second part of the research will take the form of profiles of approx. 10-12 
highly motivated pupils targeted during the previous visits to schools in part 
one. The research method will be semi-structured interviews that take into 
account findings from the survey and fieldwork. They will incorporate in- 
depth discussion o f individual pupils' craft processes and outcomes both inside
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and outside school, their extrinsic and intrinsic motivation for making 
artefacts, perceptions of provision for craft activity in secondary education and 
o f its role in and contribution to their present and future lives.
The data 'will be analysed and the profiles o f highly motivated pupils will be 
presented in the form of an illustrated report.
Project Management
The project is directed by Dr Rachel Mason, Reader in Art Education at 
Roehampton Institute London, working in close collaboration with Susan 
O'Reilly, the Craft Council's Education Officer for Schools and Young People 
and a National Steering Committee. A research assistant will be recruited 
nationally in March 1995 for a period of two years starting September 1995
Outcomes
The national survey fieldwork research and case studies are an important part 
o f information gathering for the Craft Council's current national enquiry into 
the role and significance of practical thinking entitled 'Why Teach Craft’. 
This enquiry aims to get to the heart of issues currently affecting the practice 
o f and provision for craft within the framework of practical education in 
schools and to provide evidence of the value o f craft in education at Key 
Stages 3 & 4. The analysis o f findings included in the survey, fieldwork and 
case study reports will be o f use generally to policy makers, educators, 
teachers and practitioners o f craft and will play a key role in the Crafts 
Council's educational policy making.
It intended also that the findings o f the national project as a whole will be 
published by NSEAD in book form.
Linked Project/Research
The survey, fieldwork research and case studies are, also, part o f a 
comparative Anglo-Japanese research project into teaching craft inheritance 
based at Roehampton Institute, De Montfort and Tsukuba Universities. The 
main thrust of this project is to (i) compare the current status and concepts of 
craft in secondary education in the two countries and (ii) develop and 
exchange ideas about teaching and learning craft inheritance. Modified 
versions o f the UK national survey and case studies will be replicated in Japan 
in 1995/6 and project team members in both countries are currently 
developing and testing out bilingual multimedia instructional tools for 
teaching craft inheritance with museums and schools. There is an ongoing 
programme of exchange of Japanese/British researchers and teachers in 
connection with this project and results o f the Japanese national survey are 
anticipated at the end of 1995.
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Members of the National Survey Steering Group did not officially represent 
any group or organisation. Individuals were chosen to offer advice on a 
comprehensive range of issues in Art, Craft, Design and Technology.
The National Survey Group membership was as follows:
Emily Allardyce 
Michael Buchanan
Len Cunningham
HMI Mike Ives 
David Jones
HMI Peter Jones 
Kate Kelly
Jon Parker
David Perry 
Roy Prentice 
Prof. Phil Roberts
Group Manager,
Merton Department o f Education, Surrey.
Formerly Senior Advisor,
Redbridge LEA, Essex.
Currently Deputy Headteacher, St. Ivo School, 
St. Ives, Cambridgeshire LEA.
Advisory Teacher, Technology,
Islington LEA, London.
Taunton
Assistant General Secretary,
National Society for Education in Art and 
Design
OFSTED Birmingham
Advisory Teacher, Sport and Art 
Islington, LEA
Curriculum Adviser for Design and Technology 
Northamptonshire Inspection and Advisory 
Service
Director: School Technology Project 
Royal College of Art, London
Head of Art and Design Education 
Institute of Education, London University
Head of Department
Department of Design and Technology
Loughborough University of Technology
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BG4
F, 14, Yr.lO 
12.00,18 March 1997
Do you do any practical activities when you are not at school?
Yeah, well, I do some basketball and I do [pause] and I play a lot o f tennis and 
I like socialising with my friends.
Do you do any DIY, making things for everyday use in the home?
Well, um [pause] well I made this small cupboard for storing powders for 
cooking, we didn't have nothing to put them in, the powders, my Mum really 
liked it [pause] and I made a dolly, for my sister and I made a wooden spoon 
and my Mum really liked it.
Do you do any model making?
No, not exactly.
Cooking?
Yeah, I do some light cooking, I mean the last time I went into the kitchen I 
nearly burnt it - 1 do rice and toast and things like that and I do salads. My 
Mum doesn't let me go in the kitchen much - she doesn't feel comfortable 
when I'm around.
Gardening?
Yeah, I grew a seed - a bean seed and it's growing now and I do some 
gardening at my sister's house: vegetables and fruit and things like that. I'm 
not into growing flowers much, I like growing vegetables but I don't like 
flowers.
Do you mend anything?
Yeah, this cupboard came loose and I sort o f pinned it together and um - it's 
mainly cupboards - oh and this cooker knob came off and I had to glue it on, 
super-glue it on - 1 do lots of things - 1 just can't remember...oh yes and I 
mended a mirror.
Do you mend a bike?
Well, the tyre and I fixed the brake - not that much - and my cousin's bike, I 
fixed it a bit.
O f all the things you’re not at school, which are your favourites - and 
why?
Well [pause] I like listening to music, it like drains away my problems about 
course work - oh yes and television, I really like horror films and things like 
that, I usually watch it till ten o'clock, when I start my homework and that.
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What about clothes?
Well, I'm not into clothes that much. I'm not into fashion that much, but if  I 
see something that's nice and comfortable on me, then I get it.
What do you spend most of your time doing, when not at school?
Let me see. Well, I socialise with my friends. Watch films. Do lots of 
research, I use the library a lot. And listen to music a lot, that's what I do - and 
I do a lot of physical things a lot.
Can you tell me in more detail about the making you do away from 
school.
Well, I had some plastercine and I used to make models and my Mum used to 
like it and put it on shelves and it turned out to be really good and I made this 
note stand for my Dad, because he gets all different letters from other 
countries and things and it's really useful for him and he likes it a lot, because 
he has somewhere to put his letters. I mean, it we need something, I usually 
make it even though I'm not good at it.
You're not good at it?
Well, I am good at it, but not perfect, you know.
Are you given any help?
No, everybody's busy, my brothers are busy and I don't like that much help, to 
be honest, so I just go to my room and I make it. I don't want no help, to be 
honest.
Who and what most influences your ideas about this making away from 
school?
Well, I look at the atmosphere around me sort of thing and well, I don't get 
ideas from people around me, I just get ideas from culture and things around 
me and combine it all together.
Do any of your close family make things, or earn money from making?
[Shakes head.] It's just me - because I like making stuff, don't I. My elder 
brother's a tailor - 1 mean I made one thing and my fiiend liked it and they 
offered me money and so I said OK: I'll take it - it was for this bookshelf stuff.
In what ways is this making the same as, or different from the making 
that you do at school?
Well, you have to stick with one thing at school, it's good at school, at least 
you focus on one thing, but at home I do one thing, then another thing and 
then another thing and in the end I finish all o f them.
Do you spend more time making at school, or away from school?
Away from school.
Which do you like more - and why?
I don't mind - 1 prefer at home because I do my own decisions and everything.
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Which do you value more - and why?
Both.
Why?
I dunno. It's like you know [pause] it's a mixture o f stuff, you know, the things 
you do at home relate to the things you do at school and the things you do at 
school relate to the things you do at home. It's the same thing, isn't it, it's 
connected, innit?
How do the facilities and equipment at school compare with those out of 
school?
Oh they're much better 
At school?
Yeah. At home I borrow my brother's, cos he's got so many tools, he's got a 
big box full. I borrow my bother's drill at lot, I like that, I like using the drill, 
cos I feel in control.
What difference does not having it marked make?
I mean, if  you're satisfied, I mean I do get it marked, I go up to my Dad and I 
say: what do you think? And he'll go: 'good', so I'll write down good and he'll 
go 'excellent', so I'll write down 'excellent'. But I like my work being marked.
Do you know - or have you ever met anybody - who earned their living 
making things?
Yeah. Granddad made things and this man I knew who worked in a shop, I 
used to get ideas off him. And my granddad and a man, they made a boat and 
it's really nice and I went on the boat.
Where was that?
Bangladesh.
In which subjects do you have opportunities to make things at school?
Maths and Science. R.E. and [pause] Technology, of course, French, because 
we make models of French stuff and R.E., we make models o f temples.
What about Art, do you make anything in Art?
Oh no - yes, sorry, we make a lot of stuff in Art - plastercine...we do chalk and 
paint, we do all sorts o f stuff.
What have you been making recently?
Nothing because I'm mostly into course work.
You haven’t made anything at all? What about Technology, haven’t you 
made anything in Technology?
Oh, I'm making a clock. I'm sorry, I got mixed up.
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Can you tell me about something you made at school that you’re really 
pleased with?
Well, I'm pleased I'm making that clock, because it's my personality, so I 
made a snake, because I'm into snakes and I made the eyes bulge out and I 
really like that.
Were you making it for anyone in particular?
No, I'm just making it for me.
Do you decide what’s good and bad about you work as you’re making it, 
or will you wait until you’ve finished?
I'm just waiting till I finish - there's no bad things about it - well there is 
because I want to make it smoother, much smoother.
Which parts of lessons that include making do you like best and least and 
why? (Parts of lessons include setting a brief, researching, designing, 
evaluating, producing or making.)
Making.
Best? You like making best?
Yeah, because you've got more control - but I don't like researching that much. 
Why not?
I dunno, I mean, I just like making, I don't like background knowledge and all 
that, I mean, I know background knowledge is good and you've got to have 
that, but I just like making.
Which do you think is the most important - and why?
Well, they're all important, I mean you have to have research, you've got to 
design it, you can't just start with one thing, one idea. They're all important.
Would you describe yourself as good at making things?
Yeah.
How would you grade your overall performance in making, in 
comparison with others in your class?
Well, equal, I mean there's no one who's the best and no one who's the worst 
the best thing about our work is that it relates to their personality and that's the 
best thing a work can have.
What was the worst thing you ever made at school?
[Pause] Let me see. [Pause] It had to be that puzzle, because, I mean, I liked it 
but the pieces weren’t all smooth, we had to rush it, because we had a 
deadline, but it wasn’t really smooth and that put me off, I wanted it to be 
perfect, by me.
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What is it that makes some pupils’ work better than others?
[pause] It has to relate to their personality, I mean if  they do a work a put lots 
and lots o f effort into it, that’s the best thing, even if  it’s not up to standard.
How do people know what is good and bad work in Art and D&T?
[pause] I don’t know.
How do people know if it’s up to standard?
It has to be well made and [pause] there don’t have to be pieces sticking out, 
that make it look horrible, you know, it just has to be well made.
What do you find easy and what do you find difficult about learning how 
to make things in school?
[pause] Well, the easy stuff is, you know, you get to do what you want to do, 
innit, but the hard thing is doing the research and figuring things out, but the 
easy bit is making it.
What kind of help do you value most - and from whom?
I mean, if  I ’m stuck on something and someone comes to help me, that’s the 
best sort o f help?
Who from?
Anybody, I don’t mind.
Is it important that lessons include demonstrations of making processes 
by teachers?
Yeah, a lot.
W hy’s that?
Because, I mean, if  they just talk it through, it wouldn’t be that much effect 
for people, I mean you see what the teacher did and you know what to do.
Is it important that you are shown examples of finished work?
Yeah, so you know how it’s supposed to be finished, how it’s well made, how 
it’s supposed to hold, so you have an idea of how yours is meant to look, to be 
up to standard.
And do you think it’s important you learn how to handle materials, tools 
and equipment?
Yeah, I mean, if  you don’t know how to, how to handle a tool, it can be 
reasonably dangerous.
How important is it that your teachers are makers as well and that they 
show you their work?
It’s really important, I mean, if  they’re teachers and just teaching something, 
that isn’t good, but if  they’re really making stuff, that’s really good, that’s a 
help to students.
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Have you seen anything that your ART or D&T teachers have made? 
What was it?
No, no, I don’t think so.
Do you ever have visitors in school who make things?
Yeah.
Who are they and where do they come from?
Oh, they’re, like, people who do crafts, who do craft stuff and we were really 
happy, because it was a big help, I mean you learn stuff from someone with a 
different background, it isn’t just school stuff.
There is a saying: "a bad craftsperson blames the tools” , but it is 
difficult to make things well without the proper materials, tools and 
equipment. Can you tell me a bit about the materials, tools and 
equipment you use at school and how important you think they are for 
your making to be successful?
Well, the tools, there has to be, there has to be the latest tools and the 
equipment in this school is really good. Schools should have the latest 
equipment.
Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
There is enough to go round, but in some lessons you have to share, but that 
doesn’t, doesn’t have that much effect.
Do you ever have to bring in materials, or are they all supplied?
They’re all supplied.
About how many pupils are there in classes where you learn about 
making?
There’s around thirty, but it’s mainly twenty-six, or twenty-seven.
Is this too many, too few, or about right?
It’s about right.
Are the lessons too long, too short or about right?
Single lessons are a bit short, but apart from that it’s OK.
Are they usually doubles?
Yeah.
Do you use computers when you learn about making?
[Shakes head]. No.
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Sometimes you make things in Art, sometimes in D&T. Is there a 
difference and, if so what?
Well, you get more equipment in DT than in Art, I mean, you don’t have 
machines in Art, like you do in DT.
Do you like making things in one subject more than the other(s)?
No, I like making in different class subjects.
Do you like making out of certain materials more than out of others?
I don’t mind.
Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
Yeah.
How?
It’s like using those knives we do: it comes in handy in Art after w e’ve used 
them in DT.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
They’re both valuable, you can’t learn about just one thing in one subject, you 
have to learn about everything.
Are you going to take examinations which involve making in Art or 
D&T?
Yeah.
Which ones?
All o f them.
Art and DT?
Yeah.
How much making will you do for these exams?
I don’t know.
How important do you think these Art and DT exams are?
They’re going to be really important because I ’m going to be, like, a nurse 
when I grow up and work with little children and if  I make stuff I ’m going to 
be better and more involved with them.
O f all the things you do at school, which are your favourites - and why?
I like Art and DT.
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Why?
Because, I mean, you don’t have that worries [sic], you don’t have to think, 
not that much thinking.
Value of Craft Activity
Apart from what you told about being a nurse, do you think that learning 
how to use tools, equipment and materials and make things in school will 
be of use to you in your future life?
Yeah, I mean, if  you want to make stuff, you have to know how to handle 
tools.
Do you think that practical knowledge and skills you learn in Art and 
D&T will be as useful to you later on as the things you learn in other 
school subjects (e.g. History and Maths)?
Yeah, it will.
Why is that?
Because you can’t just have knowledge all the time, I mean, making stuff 
involves the future, it’s a thing you have control of.
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today?
Well, it’s OK.
Apart from the value that practical knowledge and skills might have for 
you personally, can you think of reasons why it might be a good or a bad 
thing if people understand how to use tools, materials and equipment?
Well, you have to learn how to use equipment and the school shows you: 
that’s the best thing.
Some people think that it’s valuable to learn about how - and why - things 
were made in the past and who did the making. Do you agree or not?
No. [Shakes head]. Because you have to look towards the future, not the past.
I mean you do get ideas from people in the past that are valuable, but you 
really have to think o f the future and how things will be in the future.
Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
It’s agreeable, but there again it’s disagreeable.
You can’t decide?
No.
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In your opinion, what is the best way of finding out about these sorts of 
things?
By doing it - and learning it.
Where?
The places where it’s being done.
Are you encouraged to learn about these things in Art and D&T?
Yeah, a lot.
How do you make use of this information when you are making?
It gives me ideas.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
No.
Why not?
Because, I mean, you can’t really always look towards a man - women do a lot 
o f good stuff, but said now that women focus more on their written work, 
rather than their practical stuff, which I disagree with.
Do you think that females are better at making some things and males at 
making others?
They’re the same, you can’t actually say women are better than men, they’re 
the same, they’re equal.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
[pause] It was a jug, it was a really nice jug, it was well worked out and well 
presented and actually using it was very comfortable, it was made in the 
1970s, in Taiwan.
Do you know how it was made: was it manufactured in a factory, so that 
there might be many, many more like it, or in a small batch of similar 
objects, or as a one-off, so that it is the only one of its kind that exists?
No, it was made by this old man, he used to work in this market, making 
things out o f clay, my Dad told me about him, he was really nice.
Where did you see it?
It was at home.
What do you think the main differences are between hand and machine 
made things?
Well, with hand made you have to put a lot of force and care into it, but with a 
machine it’s, like, really simple, but with a machine you can learn different 
stuff.
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Does it matter whether or not the making is done by machine or hand?
I prefer it done by hand.
Why?
Because, I don’t know, I like it done by hand, it’s got a lot of background 
information.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
Yeah.
Why?
Because they have to know in the future, it really depends on if  you have put 
your knowledge, what you’ve done at school, you have to put that in.
Does the word craft mean anything to you - and if so what?
No, nothing.
What comes to your mind in connection with the word ’craft’, as it 
applies to people and the world today?
Making stuff.
What comes to your mind in connection with the word ’art’, as it applies 
to people and the world today?
Oh, using paints - and material stuffs.
What comes to your mind in connection with the word ’technology’, as it 
applies to people and the world today?
Handling woods, metals, plastics, making stuff with them, using machines.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craftl
Well in technology you use machines and in art you mostly use stuff you’ve 
done by hand, like paints.
Are there any questions you would like to ask me?
No.
Thank you again for giving up your time to help me.
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Do you do any practical activities when you are not at school?
Um, what do you mean by that - practical activities?
Anything, anything that’s practical.
I play Rugby for a club, outside the school and in summer I play cricket and I 
go out with my friends sometimes - that's about it really.
Do you do any DIY, making things for everyday use in the home?
No, not really.
Do you do any model making?
Um, not outside o f school.
Cooking?
Um, yeah, I do quite a lot, just with my friends.
Gardening?
Mmm, no.
Do you mend anything?
Um, I just mend my bike and things like that.
Of all the things you’re not at school, which are your favourites - and 
why?
Mmm, [pause] um, I like playing Rugby, because I get to see all my friends - 
and I enjoy it.
What about clothes?
Um, yeah, I buy clothes quite often, like jeans and tops.
What about music?
Er, yeah, I listen to quite a lot.
What kind of music?
Um, Oasis and Blur and people like that, bands like that.
What about TV?
Um, I watch a bit o f TV, but not that much.
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Which programmes do you watch regularly?
Neighbours and Home and Away. [Laughs]
What do you spend most of your time doing, when not at school?
Um, the week-ends usually playing Rugby, during the week it's homework - 
and then I go out to my friends' houses.
Do you do any making?
I made a few model 'planes, but that's about it.
When did you do that?
Probably two years ago.
Do you know - or have you ever met anybody - who earned their living 
making things?
Um, no.
In which subjects do you have opportunities to make things at school?
Art, um in Geography we have to make some models sometimes, um...
Do you do CDT?
No, I wasn't very good at it.
Are you a Major or a Minor Art?
I'm Minor Art.
What have you been making recently?
Um, well. I've just started with my new teacher, because last term we were 
making - 1 made a pot o f a devil.
Can you tell me about the pot of the devil that you made last term?
Well, it had like a curved nose, a big smile with all the teeth, showing [pause] 
a trident thing and like a curled tail that was going up its back.
There are a number of stages in the process of making something. Were 
you working to a brief?
No, we drew what we thought we'd try and make and then we made what we 
wanted, doing coil pots - 1 think it's called making what you want.
Describe how you went about making this from the very beginning (when 
you were first set the brieQ.
First I got a big chunk of clay, then I knock it into the table to get all the air 
out of it, then I have to cut out strips and then I make a base and then I coil 
them up and then carry that on until it made a pot and then get two hollow 
pieces of clay for the head and then make the neck and attach that on.
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Were you making it for anyone in particular?
No, just to take home and put in my bedroom.
Were there design and modelling stages?
There was designing, when we had to draw out the tail and features and how 
we wanted it to look overall, when we'd finished.
Did you decide what was good and what was bad about you work as you 
were making it, or when you had finished?
Um, when I'd finished.
What do you think about it now?
Um, I think, I think it's good by my standards but it could have been better, 
like the eyes - but I think it's quite good.
If you had to do it again, would you do it any differently?
Um, probably not, no.
Which parts of lessons that include making do you like best and least? 
(Parts of lessons usually include setting a brief, researching, designing, 
evaluating, producing or making.)
I like the designing and the producing and making; we don't really get a brief, 
we get told the kind o f things they are looking for us to make and we can go 
of and choose. I don't really dislike any parts o f it.
Which do you think is the most important - and why?
Um, I think the designing is one of the most important, because if  you're 
making firom the design, and it's wrong, then you just have to start over again.
Would you describe yourself as good at making things?
Um, I'm quite good, but there are people in my class that are better than me, in 
my art group.
How would you grade your overall performance in making, in 
comparison with others in your class?
Um, probably around the middle of the class really.
Tell me about the best thing you ever made at school and why you were 
pleased with it.
Um, the last thing I've made is probably the best, because two years ago I 
made a pot and it didn't turn out well, so I'm really please that this turned out 
well.
Why did you think it was successful?
Um, I spent quite a lot of time on it and spent quite a lot of time designing it, 
it was because I spent the time on it.
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Did other people feel the same way about it as you?
Um, my parents, um thought that it was good and my Art teacher thought it 
was quite good as well.
What is it that makes some pupils’ work better than others?
Mmm, think it's just they can concentrate harder and don't get distracted so 
easily from their work.
How do people know what is good and bad work in Art and D&T?
Um, I think it depends on their opinion really; if  it's a well set out deign then 
it's probably good, but it depends on the final piece really and it depends on 
what other, how other people view their work.
What do you find easy or difficult about learning how to make things in 
school?
Um [pause] I think I'm not a particularly good drawer, so for me learning how 
to design is difficult, but being shown how to do things - that makes it easier, 
but not being shown, that makes it difficult.
What kind of help do you value most - and from whom?
Um, I think help from the teachers is important, because if  you're doing it 
wrong, then they can show you - 1 think that's the most important help for me.
Have you ever had a disaster when making? If so, please tell me about it.
Um, in CDT a few years ago, when I hadn't dropped it, I made a body and that 
went quite wrong.
Who did you go to for help?
Um, I went...my teacher gave me quite a lot of help - 1 designed it right, but it 
was just when it came to putting it together, it didn't go right - it just went 
round in circles.
Is it important that lessons include demonstrations of making processes 
by teachers?
I think it is, because if  they didn't show you what you were doing, then you'd 
probably go wrong and get told of, so I think it is important that you're shown 
before you start how to do things.
That you are shown examples of finished work?
Um [pause] - not really, but it...sometimes it might make a difference, if  
you're making a model, it gives you something to model it on - but I don't 
think it's particularly important.
Learn how to handle materials, tools and equipment?
Um, yes, um because if  you don't know how to use the tools properly, it could 
be dangerous and it could wreck your work and other peoples' work, you're 
not show how to use the tools.
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Are you taught particular methods and techniques?
Um, not really no.
How important is it that your teachers are makers as well and that they 
show you their work?
Um, could be, I think it could be quite important because then they've got 
experience in making things, they can help you properly.
Have you seen anything that your Art or CDT teachers have made?
Er [laughs] no.
Do you ever have visitors in school who make things?
Um, I don't know, but I've never met one - they might do, but I don't know.
There is a saying: ”a bad craftsperson blames the tools” , but it is 
difficult to make things well without the proper materials, tools and 
equipment. Can you tell me a bit about the materials, tools and 
equipment you use at school and how important you think they are for 
your making to be successful?
Um, in Art we have craft knives and things for scooping out clay for pots; I 
think it's important you have the proper equipment, because you want to be 
taught properly - without the proper equipment, you won't be able to do your 
best work.
Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
Um, enough to go round, usually.
Do you ever have to bring in materials, or are they all supplied? Are you 
given all the materials you need in class?
Um, things like drawing pads are supplied in school, but if  you lose one, you 
have to buy it yourself - but apart from that, no not really.
How many pupils are there in classes where you learn about making?
Um, it varies because I think there are three different classes, in Minor there's 
about fifteen and in CDT there's about the same amount really.
That’s about fifteen?
In the Minor Art lessons there are, yes.
Is this too many, too few, or about right?
Um, I think it's about right for Minor Art and Minor subjects.
Are the lessons too long, too short or about right?
Um, I think they're about right.
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Do you use computers when you learn about making?
Um, in our part of Art there's graphic design, so I'll be doing that next term. 
How many computers are there?
Um, I think there's four, for...four for the Art department and there's seven or 
eight in the CDT department.
Is this enough?
Yeah, I think so.
Sometimes you make things in Art, sometimes you used to in CDT. Is 
there a difference and, if  so what?
Um, in CDT, in CDT we got, we had to use saws and DIY tools and things 
like that and glue and just household tools and in Art we use Art tools for 
crafting and shaping and things like that.
Do you like making things in one subject more than the other(s)?
Um, yeah, I prefer things in Art really.
Why?
Um, I think it's easier to get the hang of making things in Art, because in CDT 
you're always using different tools and you never really know how to use any 
of them properly.
Do you like making out of certain materials more than out of others?
Yeah, I prefer making things out of clay, than out o f wood or metal.
Why?
Er, I find it easier to handle and shape and just use really.
Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
Um [pause] I'm not sure really - 1 think you get can use the design skills that 
you learn in Art to help you design in CDT - um, I think that's it really.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
No, not really.
Are you going to take examinations which involve making?
Um, I don't know - 1 think I might take Pottery GCSE - 1 think - but I haven't 
decided yet.
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How important do you think this exam would be?
I'm not sure, it depends what I decided to be when I got older, if  I wanted to 
be a teacher, then it could be important to carry through and get that exam at 
A level and things like that.
Of all the things you do at school, which are your favourites - and why?
Um, I don't know, I think it's Geography.
Why?
Um, because the teacher I've got makes it an enjoyable lesson and funny and 
I'm quite good at the work.
What about making, where does that come?
I think Art is - it's one of my favourite subjects.
Do you think that learning how to use tools, equipment and materials and 
make things in school will be of use to you in your future life?
Er, I'm not sure at the moment, because I'm not sure what I want to do when I 
get older, but if  you're good at Art, then it could be very important.
Will this be of use to you if you are studying at college or university, after 
you’ve left school?
Um, um, it might, it depends what I would do, it might be just something to 
do for fun, in my spare time, I think I'll be doing other subjects - but I'm not 
sure.
When you’re at home?
Um, no, probably not.
Why not?
Because you can get others to do it for you.
Do you think that practical knowledge and skills you learn in Art and 
D&T will be as useful to you later on as the things you learn in other 
school subjects (e.g. History and Maths)?
Um [pause] mm, er, it depends, er, on what you want it to do, because if  you 
want to carry on doing Art, then it will help you, but I don't think it matters to 
as many people as other subjects do.
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today? Why is this?
Er, I don't think they're becoming more or less important, because there aren't 
many artists - well there's a lot of craftmakers, so you've got a chance if  you 
do it in school o f developing it into a craftmaker, or a pot maker, or things like 
that.
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Some people think that it’s valuable to learn about hovr - and why - things 
were made in the past and who did the making. Do you agree or not?
Um, I think it's important to learn about artists from the past and how they did 
what they did and try and develop a style like them and the work they've done.
Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
Er, yeah, I think so, I think it's important to learn about how other cultures 
make things and the things they make.
In your opinion, what is the best way of finding out about these sorts of 
things?
Um, probably researching for a project or something like that.
Where would that be?
Books - and art books.
Are you encouraged to learn about these things in Art and D&T?
Um [pause] we do, we do some projects on artists and their artwork.
How do you make use of this information when you are making?
Um, I haven't really made any, or done any artwork on the past artists.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
No, not really.
Do you think that females are better at making some things and males at 
making others?
Um, probably, yeah.
Which things and why?
Probably, er, I think women are probably better at clothes and design and 
some kinds of artwork and men are better at using their hands and making 
stuff.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
No, not really.
Never seen anything - in a shop, a showroom, a gallery, someone’s house, 
maybe your own house and thought: wow, that’s wonderful, I love that.
No, no.
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What do you think the main differences are between hand and machine 
made things?
What I think is the time taken and the quality is better with hand made things, 
but you can't make a lot of things in a short space of time, as you can with 
machine made things.
Does it matter whether or not the making is done by machine or hand?
I think you get better quality things with hand made, because time's been 
taken, time's been taken to make them.
Are machine, or hand made things any more - or less - pleasing to look at, 
handle, or use?
Um, no, I don't think so.
Do you think it's important that pupils are taught to make things in 
school from start to finish?
Yes.
Why?
Um, because if  they just leave something unfinished, then they don't get so 
much satisfaction, whereas if  they finish it they feel really satisfied with what 
they've done.
Does the word craft mean anything to you - and if so what?
Um [pause] things that have been made by hand and shaped and had a lot o f 
time taken over them.
Apart from what you do at school, does the word art mean anything to 
you - and if so what?
No, not really.
What comes to your mind in connection with the word ’art’, as it applies 
to people and the world today?
Um, culture, probably, different people's cultures and the things that they 
make.
Apart from what you do at school, does the word technology mean 
anything to you - and if so what?
Computers and just the development o f manufacturing quality and things like 
that.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craftl
Um, [pause] I think Art and craft develop with technology, um art and craft 
are quite similar but technology is quite different from the two other things.
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Do you do any practical activities when you are not at school?
Yes, I ’m a member o f de Glanville Priory Girl Guides.
Do you do any DIY, making things for everyday use in the home?
Um, at Guides I do.
What do you do?
We make pin cushions and plastic bag holders and lots o f things, sort o f 
textiles. We make things out o f rope sometimes, rope bridges and things and 
sell them.
Do you do any model making?
Mmm. Um with clay sometimes.
At school or Girl Guides?
Usually at Guides, we sell a lot of what we make for fund raising.
Cooking?
Yes, I ’m a vegetarian, so I have to cook me own meals at home.
Gardening?
Yes. We’ve got quite a big garden and we all help out as a family.
Do you mend anything?
If  it’s mine [laughs].
Do you mend a bike?
If...I blow the tyres up, that’s about it, really.
O f all the things you’re not at school, which are your favourites - and 
why?
[pause] I play netball, that’s outside o f school and I really enjoy that. I love 
Guides because I, this year I have to go to Canada for an international 
jamboree and I ’m very pleased abut that - and a lot o f the craft work I made 
for that went towards the selection.
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What about clothes?
Yes.
What about music?
A lot.
What kind of music?
Indie and old stuff as well, like the Beatles.
What about TV?
I don’t watch that much o f it.
Which programmes do you watch regularly?
Wildlife programmes.
What do you spend most of your time doing, when not at school?
Guide work [laughs].
Um [pause] do you want to tell me abut the stuff you make in Guides.
In Guides we make things at different levels, but work together to make the 
same thing, like one would make a pin cushion and another would do the 
decoration - we all must produce it, as it were.
Are you given any help?
Yes.
Who from?
Um, my parents and, um, the Guides.
What do members of your family and close friends say about the things 
you make?
They don’t usually see them, because, as I said we sell them, but the things I 
have taken home, as I say, they’re pleased with.
Who and what most influences your ideas about this making away from  
school?
[pause] Guiding books and [pause] and nature as well.
Do any of your close family make things, or earn money from making?
They don’t earn money from making but they do make things, very basic 
things. Apart from the stuff that my bother does at school, my parents make 
fences and things and the odd towel rail and things.
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In what ways is this making you do away from school the same as, or 
different from the making that you do at school?
At school it is usually to a certain level and slightly more difficult.
Do you spend more time making at school, or away from school?
Away from school.
Which do you like more - and why?
Away from school, because i f  s more relaxed, you can work at your own pace. 
Which do you value more - and why?
I value the things we make away from school because I know the money we 
make from selling them goes straight towards Guiding.
How do the facilities and equipment at school compare with those out of 
school?
They’re a lot better at school.
Do you spend more, or less time away from school thinking up ideas, 
doing research for making, designing, producing and evaluating what 
you make?
Um [pause] more time in school, thinking about it really.
Why?
Because you go home, you want to relax and not think of those kinds of 
things.
What difference does not having it marked make?
We do get badges for it in Guides, so I suppose that’s the same thing really. If  
I ’m happy with it myself, that’s the main thing really.
Do you know - or have you ever met anybody - who earned their living 
making things?
[pause]. Um, no, I don’t think so.
In which subjects do you have opportunities to make things at school?
Technology and sometimes in History, but not very often. Sciences, obviously 
we do some types of making, but not much.
Is that all?
Yep.
What about Art?
Oh yes. Art. We do make things [laughs].
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What have you been making recently?
Clay models.
Can you tell me about the cushion cover you have brought with you?
Well, it’s [pause] it comes in a few stages, first o f all we had to tie and dye the 
material and we had to do them in a certain way, chosen to us by the teacher 
and we had to choose the colour ourselves, then we designed the pattern to go 
on it, that we then sewed on with a machine, after putting backing on it. We 
then did, tapped all the pieces together, the three pieces and then, using the 
sewing machine, we over out design, onto the front piece of cloth. Then we 
had to chop a piece off the second piece o f tie-dye material, to make the flap. 
Then we were meant to put the tie dyed pieces back and tap round the with the 
sewing machine, but I didn’t get to that stage.
Were you making it for anyone in particular?
No.
Did you decide what was good and what was bad about you work as you 
were making it, or when you had finished?
I f f  see something that’s particularly bad I try to fix it while I ’m making it, but 
I usually evaluate at the end.
What do you think about it now?
I wish I ’d finished it. I think it would have been quite a nice piece if  I had 
finished it, if  I ’d had time to finish it.
Which parts of lessons that include making do you like best and least and 
why?
I like the hands-on bit best.
I see. Why is that?
Because [pause] it’s that - 1 like doing something, instead of just sitting.
And which part do you like least?
[pause] Probably the designing.
And why is that?
[pause] Because it takes quite a long time to get the design you want.
Which do you think is the most important - and why?
Actually making it.
Why do you think that is?
Because even if  you have all the research and things like that, making is the 
most important bit, because that’s the product you have at the end.
330
Would you describe yourself as good at making things?
Some things [laughs].
How would you grade your overall performance in making, in 
comparison with others in your class?
Quite good.
Tell me about the best thing you ever made at school and why you were 
pleased with it.
I made a [pause] textile wall hanging for a blind child and I sold that to raise 
money for Guides and I liked that because I really thought I was helping 
someone, you know it was an actual blind child’s mother who bought it.
What was the worst thing you ever made?
The swinging clown that we had to make in first year.
What is it that makes some pupils’ work better than others?
Teachers mainly and it’s nice to achieve something at the end and think that 
you’re going for it, hut some people lose enthusiasm sometimes, like I do 
when I have to make something to a set time.
What do you find easy and what do you find difficult about learning how 
to make things in school?
I find it difficult trying to copy what the teachers have made, or taking 
instructions from them, especially when it’s a big class.
And what do you find easy?
I find [pause] suppose the actual making o f some things is quite easy - and the 
evaluation.
What kind of help do you value most - and from whom?
From the teachers, because I know that they’re experienced.
Have you ever had a disaster when making?
Yes.
Can you tell me about it?
There was one when we had to make the swinging clown and I, by mistake, 
cut its head off, we were using the jib saw and it somehow went out o f control 
a bit.
Who did you go to for help?
Teachers.
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Is it important that lessons include demonstrations of making processes 
by teachers?
Yes, as long as they’re well done and well demonstrated.
That you are shown examples of finished work?
Yes, very important.
W hy’s that?
Because you can see roughly what you’re aiming for.
Learn how to handle materials, tools and equipment?
Very important.
Why?
So we can use the skills that we get in the school and have to use those tools 
ourselves, without any supervision.
Are you taught particular methods and techniques?
Yes.
How important is it that your teachers are makers as well and that they 
show you their work?
Quite important, but not essential.
Have you seen anything that your Art or D&T teachers have made?
Yes.
What was it?
It was a picture that my Art teacher had drawn, a design o f a clay model.
Do you ever have visitors in school who make things?
No [shakes head].
There is a saying: "a bad craftsperson blames the tools" , [pupil laughs] 
but it is difficult to make things well without the proper materials, tools 
and equipment. Can you tell me a bit about the materials, tools and 
equipment you use at school and how important you think they are for 
your making to be successful?
I think it’s very important we have good quality tools. I have a big problem 
with the scissors, because I ’m left handed and all the scissors here are right 
handed, I usually find that this slows me up a lot.
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Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
We usually have to share.
Does this matter?
It slows the whole process of making up a lot.
Do you ever have to bring in materials, or are they all supplied?
We do in some cases, hut not very often.
In what cases?
When [pause] we haven’t got the right colour thread that we need in a textiles 
project, for example.
How many pupils are there in classes where you learn about making?
About thirty. I think it’s very difficult i f  there’s one teacher takes a textiles 
class o f thirty pupils, because you really need one teacher to two pupils, I 
think.
Are the lessons too long, too short or about right?
I ’d prefer them to be a bit longer.
Do you use computers when you learn about making?
Depends on what Technology lesson we’re in.
But you have?
Yes.
What for?
When we have computers in a lesson and we were shown a few things, when 
we were doing wood - and metals.
How many computers are there?
I haven’t a clue.
Is this enough?
I ’m not sure. We don’t really do enough computers I think, in this school.
Sometimes you make things in Art, sometimes in D&T. Is there a 
difference and, if so what?
I feel it’s a lot more relaxed in Art because we’re allowed to have the radio on, 
for example and everyone works at their own level, at their own speed and 
you get plenty o f time to do thing.
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Do you like making things in one subject more than others?
Yes.
Which?
Art.
For the reasons you’ve just said?
Yes.
Do you like making out of certain materials more than out of others?
I like using clay a lot.
Why?
Because it’s very adaptable, you can use it for anything, you can express 
yourself a lot more through clay than you can through, say, textiles.
Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
[pause] I haven’t come across any circumstances, but I’m sure there are.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
No. [shakes head]. About equal really.
Do you think you will take examinations which involve making in Art or 
D&T?
I ’ll probably have to, but I ’d prefer to concentrate on Sciences.
O f all the things you do at school, which are your favourites - and why?
I love biology and, um, English and Drama.
Why those?
Because we’ve got very good teachers in all o f them and I like learning about 
nature and things in biology and in English and Drama you like them just 
because o f what we get taught in those lessons.
What about making?
[pause]
I don’t really like any of the subjects that I make things in, except for Art, but 
I wouldn’t consider that a career option in any case.
Do you think that learning how to use tools, equipment and materials and 
make things in school will be of use to you in your future life?
Definitely.
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How?
When you need to fix a car, or when you go camping.
Will this be of use to you if you are studying at college or university, after 
you’ve left school?
Probably not.
When you’re at home?
Sometimes.
Do you see yourself ever having a job or career that needs practical 
knowledge and skills?
Apart from the Sciences, no.
What do you see yourself doing?
Fd hopefully like to do something with Biology and English: it’s a pretty 
weird mix.
In what ways do you expect that what you learn through making in 
school will affect your life as an adult?
I think it will help basic skills like sewing - hut nothing else dramatically.
Will it influence your hobbies or the way you spend your spare time?
Not really, no.
Do you think that practical knowledge and skills you learn in Art and 
D&T will be as useful to you later on as the things you learn in other 
school subjects, for example History and Maths?
No.
Why is that?
Because I don’t think I’ll be using them much in my future life really.
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today?
I think the knowledge of computers is becoming very important but I don’t 
think the others is very important.
Some people think that it’s valuable to learn about how - and why - things 
were made in the past and who did the making. Do you agree or not?
In some cases.
What cases?
The historical cases, when it helps you with lessons like History and things.
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Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
Very much so, yes.
Why?
I think it’s important to learn about different cultural backgrounds and 
histories.
In your opinion, what is the best way of finding out about these sorts of 
things?
Usually using the library.
Are you encouraged to learn about these things in Art and D&T?
Not really, no.
Do you learn about these things in any other subjects?
History a little, hut no other subjects.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
No way, not at all.
Why not?
Because we’re all equal and there’s no difference in the skill whatsoever.
Do you think that females are better at making some things and males at 
making others?
Not if  you’re taught properly, no.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
[pause] Yes, I like it at craft fairs, people make things out o f wood and I really 
like looking at those things, they’re amazing, things like little carved 
mushrooms.
What do you think the main differences are between hand and machine 
made things?
Hand made things have a lot more character, but things made by machine can 
be, cg i be a lot stronger.
Does it matter whether or not the making is done by machine or hand?
[pause] Not really.
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Are machine, or hand made things any more - or less - pleasing to look at, 
handle, or use?
Hand made things are a lot more pleasing to look at.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
Yes, definitely.
Why do you think that is?
Because if  you just make a stage o f something, we won’t be able to use these 
skills outside thins school.
Does the word craft mean anything to you - and if so what?
Craft. Um. It reminds me of lots of craft fairs and a lot to do with Guides.
Apart from what you do at school, does the word art mean anything to 
you - and if so what?
[pause] It connects to photography, I think.
Apart from what you do at school, does the word technology mean 
anything to you - and if so what?
It reminds me of computers, but that’s it.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craft?
[pause] I don’t think there are many similarities, I think the main difference is 
everyone thinks technology is computers and craft being something you make 
with your hands and art something that you draw.
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Do you do any practical activities when you are not at school?
Yeah, um, I restore vintage vehicles and farm machinery and owt that wants 
doing on farm and that.
Do you do any DIY, making things for everyday use in the home?
Mmm, not really. We do make pigeon hut and that, hits we make ourselves, 
bits and that.
Do you do any model making?
No. [Laughs]. I haven’t got a mind to it.
Cooking?
Not really [laughs].
Gardening?
A bit, sort of thing.
Do you mend anything?
Vintage stuff: I ’m doing a wagon at the moment. Ford D.
Do you mend a bike?
If  it wants fixing [laughs].
O f all the things you’re not at school, which are your favourites - and 
why?
Oh [laughs] restoration.
What about clothes?
Not really, don’t worry. No.
What about music?
Yeah.
What kind of music?
I don’t know really, any easy listening to.
What about TV?
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Yep.
Which programmes do you watch regularly?
Um, Top Gear.
What do you spend most of your time doing, when not at school?
[Laughs]. Um, well, through the week, then at week-ends it’s with my Dad, 
restoring things and helping out on farm.
Would you rather be doing something else?
No
Please tell me in more detail about the making you do away from school.
Put a, like, bit on the pigeon huts, work the trolleys to put the station wagon 
on.
Where do you do it?
Um, at my Dad’s, or at home, or on farm.
Are you given any help?
Yeah, my Dad.
What do members of your family and close friends say about the things 
you make?
[Laughs] Waste o f time - well my Dad doesn’t, it’s just my, well, sisters and 
that really.
Who and what most influences your ideas about this making away from 
school?
Dad.
Do any of your close family make things, or earn money from making?
Um, oh, my uncle, he’s a joiner
In what ways is this making you do when you’re not at school the same 
as, or different from the making that you do when you are at school?
Well, at school, you’re more set to a budget, aren’t you. At home, you’ve got 
more time and you’ve got a choice of when you do it - you make a better job 
o f it when you’re at school though.
Really? Why’s that?
I dunno. When you’re at home it’s sort of a rushed job, when you’re at school 
and it’s for exams you put more effort into it, don’t you.
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Which do you like more - and why?
Um, at home, because you’re not limited to what tools you can use - and at 
school you’ve got that safety things on [laughs].
Which do you value more - and why?
Well, I dunno, when you make it at school you’re proud of it. I dunno, when 
you’re at home you’re doing it for a job.
How do the facilities and equipment at school compare with those out of 
school?
Um, I think, we, we have got, well, w e’ve got, I think we’ve got more stuff at 
home, a lot more heavy duty, but this [at school] is a lot more newer.
What difference does not having it marked make?
[pause] I dunno, when you’re at school you put a mark on it and [laughs] 
you’re told you’ve done well.
Do you know - or have you ever met anybody - who earned their living 
making things, apart from you uncle?
I dunno.
Just your uncle?
Just him really.
Does he design, make and sell his work?
Um, I think he just goes and fits things really. I dunno. He’s been doing a lot 
of work at the candle factory. H doesn’t like making furniture and then sell - 
he does it like, when people ask him to.
In which subjects do you have opportunities to make things at school?
This lesson and then there’s Art - hut I don’t do Art anymore. CDT, yeah. 
What have you been making recently?
Um, I ’ve made a clock and I ’m now doing my project for my GCSE - a tool 
cupboard.
Can you tell me about the artefact you made at school that you are most 
proud of?
Um, my clock. It’s just a clock, shaped a tyre, all the measurements you want 
and a Michelin man I the centre. It’s made of - 1 don’t know what it’s called: 
it’s all compressed sawdust [pause].
MDF?
Yeah, MDF and then there’s yellow plastic in the middle.
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There are a number of stages in the process of making something. Were 
you working to a brief?
Oh yeah, we had to - design your idea, to make a clock.
Who set it?
Mr. Trillam.
Did you have any input into it and if so what?
Yeah, well, you designed it. You chose what shape you wanted it - and what 
you wanted to do.
Were you making it for anyone in particular?
M yself [laughs].
Were there design and modelling stages?
Just drawings and, um, we had the choice of whatever there was.
Did you decide what was good and what was bad about you work as you 
were making it, or when you had finished?
Um, well I altered it as I went along, as ideas came into my head.
What do you think about it now?
Um [pause] it’s OK [laughs], it’s up on the wall in my hedroom at the 
moment.
If you had to do it again, would you do it any differently?
Um, I think I might draw something with a hit more class about it - maybe a 
bit more posher, I don’t know.
Which parts of lessons that include making do you like best and least and 
why?
Um, making, it’s that what I like best and [pause] I think [pause] research, 
well evaluation, yeah, when you have to evaluate your own work. I think, like, 
that’s the worst bit.
W hy’s that?
Um [pause] I ’m not sure on that. I’m not sure. It’s just going through your 
work and trying to find faults.
Which do you think is the most important - and why?
Um, I think the most important is the research and designing, because these all 
depend how your project turns out in the end.
Would you describe yourself as good at making things?
[pause] Dunno really. I’m OK.
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How would you grade your overall performance in making, in 
comparison with others in your class?
[laughs] Don’t like to say that. A lot of people might get good ideas, but they 
don’t follow 'em through. I ’m OK, I suppose.
What was the worst thing you ever made at school?
Um, we had to do these - when was it? - project on movement, it was 
something that moved and I made this puppet and its legs and arms moved.
What is it that makes some pupils’ work better than others?
[pause] Well, some people just can’t he bothered, not interested and just lazy 
[laughs].
How do people know what is good and bad work in Art and D&T?
It’s your opinion, I suppose, isn’t it.
What do you find easy and what do you find difficult about learning how 
to make things at school?
Um [pause] if  you’re accurate, make your measurements accurate, things like 
that, or if  there isn’t a tool in school what you want.
You find that difficult?
It makes it hard, doesn’t it. People who don’t wanna work, that makes it hard. 
Teacher spends most o f the time with that and you can’t get on.
What kind of help do you value most - and from whom?
[pause] Oh, I dunno. People who’ve already done it, experienced people, 
[pause] Well I’d listen to Mr. Trillam, I’d yeah. I ’d listen to him, yeah, 
because he knows what he’s talking about.
Have you ever had a disaster when making? If so, please tell me about it.
Yeah, with measurement. I ’m terrible with measurements [laughs]. Yeah, just 
me measurements. I ’m not accurate enough.
Who did you go to for help?
Um, Mr. Trillam and, um, well, friends.
Is it important that lessons include demonstrations of making processes 
by teachers?
I think it’s important, yeah.
Why?
Um [pause], you’re learning, aren’t you.
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Do you think it’s important that you’re shown examples of finished 
work?
[pause] I wouldn’t say it’s important, no.
Why not?
Um [pause] it’s...it’s [laughs] dunno really, um...
Do you think it’s important you learn how to handle materials, tools and 
equipment?
Yeah.
Why?
Otherwise you end up wasting, otherwise you end up either breaking 
something, or wasting materials.
Are you taught particular methods and techniques?
Yeah, we’re shown what, well you know, yeah, we’re shown what materials 
are right for what jobs.
How important is it that your teachers are makers as well and that they 
show you their work?
[pause] Well it is important because, I mean, it’s no good somebody telling 
you what you should do, if  they can’t do it anyway.
Have you seen anything that your Art or D&T teachers have made?
Yeah, um, there’s some wooden things he’s made over there, um there’s a 
lamp, over there, there’s thins thing he made for a disabled child, um, there 
was this cabin he’s made - and he’s shown us these designs, drawings he’s 
made.
Do you ever have visitors in school who make things?
Um, not many on the woodwork side, they had a crafts day and they had 
someone in here, turning things on the lathe
Was this helpful?
It showed you how to hold tools properly and it showed you different ways to 
use the machine.
Who are they and where do they come from?
[laughs] I dunno.
There is a saying: "a bad craftsperson blames the tools" , but it is 
difficult to make things well without the proper materials, tools and 
equipment.
[Laughs] Yeah.
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Can you tell me a bit about the materials, tools and equipment you use at 
school and how important you think they are for your making to be 
successful?
W e’ve got a lot o f good tools, we’re a bit short on materials at the moment.
Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
Oh, um, there’s enough to go round.
Do you ever have to bring in materials, or are they all supplied? Are you 
given all the materials you need in class?
Um, in the first, second and third year they are, but in the fourth and fifth, 
when you’re doing your GCSE work, I fetched a lot of mine, you had to buy 
'em, because it’s expensive.
How many pupils are there in classes where you learn about making?
Um [pause] be around twenty.
Is this too many, too few, or about right?
Be a’right, yeah, it would be all right as long as they all worked.
Are the lessons too long, too short or about right?
I could spend all day in here [laughs]. I think they’re just long enough really. 
Do you use computers when you learn about making?
You can do, but I don’t. I don’t like 'em [laughs].
How many computers are there?
There’s them [points at three] and there’s the information room, what’s in the 
other building.
Sometimes you make things in Art, sometimes in D&T. Is there a 
difference and, if so what?
Well A rt’s more artistic [laughs] and it’s to look at, isn’t it and in this lesson 
it’s to use.
Do you like making things in one subject more than the other(s)?
I like this lesson [smiles] CDT.
Do you like making out of certain materials more than out of others?
Um wood.
Why wood?
Because I can, I can use that better, I can, after I’ve done my GCSE, I fancy 
having a go with that - 1 don’t know what I’m going to make.
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Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
Um, Art you can, for design work, um [pause] DT, if  you’re making 
something structural, I suppose.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
Um Art, you can, for design work. Um [pause] DT is more useful - to me. 
Why?
‘Cos I ’m, I ’m sort of making things at home.
Are you going to take examinations which involve making in Art or 
D&T? Which ones?
Well, I ’m making my cupboard for GCSE.
How important do you think these exams are?
Well it’s important to me because I think it’s the only one I’m good at 
[laughs].
Is the making you do for exams different from what you did lower down 
the school?
It’s more important - you spend more time making it a better job - and you 
spend more time so you get more marks [laughs].
Did this help you to prepare for the exams? If so, how?
It’s all useful, um, it’s all useful knowledge, um on materials, you learn skills 
don’t you, as you go up.
Of all the things you do at school, which are your favourites - and why?
MVE and CDT.
Why?
It’s all practical.
Do you think that learning how to use tools, equipment and materials and 
make things in school will be of use to you in your future life?
Yeah.
How?
I ’m hopefully going to go on and become an agricultural engineer.
Will this be of use to you if you are studying at college or university, after 
you’ve left school?
I don’t know if  I ’ll have to go. I might have to go to college. Yeah, it might 
be.
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When you’re at home?
Yeah.
In what ways?
Yeah, um, for when you’re doing things and you’ve got the knowledge and 
skills.
Will it influence your hobbies or the way you spend your spare time?
It’ll help me.
Do you think that practical knowledge and skills you learn in Art and 
CDT will be as useful to you later on as the things you learn in other 
school subjects, such as History and Maths?
Oh well, to me they’ll be more useful.
Why is that?
‘Cos I ’m a practical person [laughs].
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today? Why is this?
I think it’s more, it’s becoming more useful, because it’s no god having the 
idea if  you can’t follow it through and it’s no good, you can’t get a job if  you 
can’t, if  you don’t have the experience.
Some people think that it’s valuable to learn about how - and why - 
things were made in the past and who did the making. Do you agree or 
not?
I do, yeah [laughs].
Why?
Um, that’s my hobby and if  it wasn’t for them we wouldn’t have the things we 
have now.
Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
I dunno, I s’pose it’s good to know if you want to.
In your opinion, what is the best way of finding out about these sorts of 
things?
Asking, or looking up things.
Where would you look ‘em up?
In books.
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Are you encouraged to learn about these things in Art and D&T?
Not, not in Art. In CDT you look at it a bit, but not really - no.
Do you learn about these things in any other subjects?
History.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
[pause] Um, I think girls, sort of do things, sort o f more elegant and make it 
look nicer.
Do you think that females are better at making some things and males at 
making others?
Yeah, I suppose so, a bit, yeah.
For example?
I think girls are better at, well, I don’t know, things that are more delicate, um, 
they spend more time on things than boys.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
Oh, wood turning.
I see, and what about actual objects?
Old engines.
What do you think the main differences are between hand and machine 
made things?
Hand made have, um, are more expensive and, um, have more time put into 
‘em.
Does it matter whether or not the making is done by machine or hand?
Depends what your budget is - and if you’re buying it, if  it’s hand made it’s 
got that specialness to it, hasn’t it.
Are machine, or hand made things any more - or less - pleasing to look at, 
handle, or use?
Um, I think hand made things, yeah, are more special, you appreciate them 
more, don’t you.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
[pause] If  the person is into that kind of thing, yeah.
Does the word craft mean anything to you - and if so what?
Craft means things what have been made, or [pause] or being made.
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Apart from what you do at school, does the word art mean anything to 
you - and if so what?
No.
What comes to your mind in connection with the word ’art', as it applies 
to people and the world today?
Oh, I think of drawings and, um, sculptures.
Apart from what you do at school, does the word technology mean 
anything to you - and if so what?
No, not, no.
What comes to your mind in connection with the word ’technology’, as it 
applies to people and the world today?
Um, that’s information technology, isn’t it, that and computers and 
woodwork.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craft?
There isn’t much really, when you think ahout it, I suppose art is doing things 
a bit more, they’re very similar when you think about it.
Are there any questions you would like to ask me?
No, can’t think of any.
Well, thank you again for giving up your time to help me.
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INTERVIEW SCHEDULE FOR PUPILS
In the following schedule, key questions are included in bold with the prompts in italics.
0.0 Introduction
0.1 Preamble
Thank you very much for agreeing to be interviewed today. 
I am doing this research for the Crafts Council and the 
information you give me will be very helpful in terms of the
advice they give to government, agencies and schools. They
have already asked teachers for their views and now want 
to find out pupils’ opinions.
I want to make it quite clear that you don’t have to do this 
interview if you don’t want to. Are you happy about doing 
this interview?
I don’t need to know your name unless you want me to. 
Would you prefer me to give you a number in my notes, 
rather than your name? Our conversation will remain 
confidential and nothing you say will be passed on to 
anyone else at school. Do you mind if I record our 
conversation? If you change your mind at any time, just tell 
me and I will turn the machine off, or you can do so 
yourself.
1.0 External Influences
1.1 Do you do any practical activities when you are not at 
school, such as: DIY, making things for everyday use in the 
home, model making, cooking, gardening, mending a bike? 
Yes/No.
Prompts: I f  so: how often? Do you do this because you want 
to, or because you have to?
1.2 O f all the things you do at home, which are your favourites 
- and why?
Prompt: [ I f not mentioned] What about clothes? What about 
music? J ^ a t kind o f  music? What about TV? Which 
programmes do you watch regularly? What do you spend most 
o f y  our time doing, when not at school? Would you rather be 
doing something else? I f  so: what? What about making?
1.3 (If making has been mentioned.) Please tell me in more 
detail about the making you do away from school.
Prompts: How do you do the making - any why? Where? Who 
do you do the making for? Are you given any help? Who from?  
What do members o f  your fam ily and close friends say about 
the things you make?
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1.4 Who and what most influences your ideas about this 
making away from school?
Prompts: Where do your ideas come from? What you do at 
school? Things you've seen on TV? '^ a ty o u 'v e  read in 
newspapers or magazines? Earning money from  making 
things? Something you've seen, or done on holiday? 
Involvement in clubs? Competitions? Visits to exhibitions, 
workshops, craft fairs? Things your close family and friends 
say about making? Do any o f  them make things, or earn money 
from  making? I f  so: what kinds o f  things?
1.5 In what ways is this making the same as, or different from 
the making that you do at school?
Prompts: Do you spend more time making at school, or away 
from  school? Which do you like/value more - and why? How do 
the facilities and equipment at school compare with those out 
o f school? Do you spend more, or less time away from  school 
thinking up ideas, doing research fo r  making, designing, 
producing and evaluating what you make? Why? What 
difference does not having it marked make?
1.6 Do you know - or have you ever met anybody - who earned
their living making things? If so, tell me about it.
Prompts: Where and how did you meet them? What did they 
make? Did they design, make and sell their work? What do you 
think about this way o f  earning a living? Can you remember 
their names?
2.0 Making in school
2.1 In which subjects do you have opportunities to make things 
at school?
Prompts: Do you make things often in these lessons? How  
often?
2.2 What have you been making recently?
Prompt: What do you think I  mean by making?
Please note that in this interview. I’m particularly 
interested in making in clay, metal, plastic, wood, textiles 
and other craft materials such as paper and card, but NOT 
in food, painting, drawing, photography or printmaking on 
paper. Do you know what I mean by textiles?
Prompts: Textiles can include: weaving, knitting, crochet, fe lt  
making (where you are actually making the textile 
itself): embroidery, batik, tie and dye and fabric printing (where 
you are adding pattern and texture to fabric) and sewing 
(joining together pieces o f  textile to make something - perhaps 
something to wear, a quilt or a hanging).
2.3 Can you tell me about the artefact you have brought with
you?
Prompts: There are a number o f  stages in the process o f  
making something. Were you working to a brief? (I f yes: what 
was it and who set it? Did you have any input into it and i f  so 
what? Describe how you went about making this from  the very
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beginning (when you were first set the brief). Were you making 
it fo r  anyone in particular? How did that affect (the brief and) 
the rest o f  the making process? Were there design and 
modelling stages? What tools, materials and equipment did you  
use and how much choice did you have in this? D id you decide 
what was good and what was bad about you work as you were 
making it, or when you had finished? What do you think about 
it now? I f  you had to do it again, would you do it any 
differently? How and why?
2.4 Which parts of lessons that include making do you like best
and least? Why?
Prompts: Parts o f  lessons include the setting o f  a brief, 
researching, designing, evaluating and producing etc.. Which 
do you think is the most enjoyable, important, useful, 
interesting etc. - and why? For which parts do you get the best 
marks?
2.5 Would you describe yourself as good at making things? Tell
me about the best thing you ever made at school and why 
you were pleased with it.
Prompts: How would you grade your overall performance in 
making, in comparison with others in your class? Why? Please 
explain. What was the best thing you ever made in Art or D & T  
and what did you like about it? Why do you think it was 
successful? Did other people fee l the same way about it as 
you? What about the worst thing you ever made?
2.6 What is it that makes some pupils' work better than 
others? How do people know what is good and bad work in 
Art and D&T?
Prompts: What is it about good work that makes it good? Is it 
because it's better made/put together? Because o f  the way it 
was planned out in advance? Because o f  the research?
Because it's something the person likes doing? Can you think 
o f any other reasons?
2.7 What do you find easy/difficult about learning how to make 
things in school? What kind of help do you value most - 
and from whom?
Prompts: Have you ever had a disaster when making? I f  so, 
please tell me about it. Who did you go to fo r  help? What kind 
o f  help did you need/value most and from  whom did it come? Is 
it important that lessons include demonstrations o f  making 
processes by teachers? That you are shown examples o f  
finished work, learn how to handle materials, tools and 
equipment? Are you taught particular methods and 
techniques?
2.8 How important is it that your teachers are makers as well 
and that they show you their work?
Prompts: Have you seen anything that your Art or D& T  
teachers have made? What was it? Do you ever have visitors in 
school who make things? I f  so, is this helpful and in what 
ways? Who are they and where do they come from?
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2.9 There is a saying: ‘a bad craftsperson blames the tools’, but
it is difficult to make things well without the proper 
materials, tools and equipment. Can you tell me a bit about 
the materials, tools and equipment you use at school and 
how important you think they are for your making to be 
successful?
Prompts: Do you usually have to share tools, materials and 
equipment in class when you learn to make, or are there 
enough to go round? I f  not: does this matter? Do you ever have 
to bring in materials, or are they all supplied? Are you given 
all the materials you need in class? How many pupils are there 
in classes where you learn about making? Is this too many, too 
few, or about right? Are the lessons too long, too short or 
about right? Do you use computers when you learn about 
making? What for? How many computers are there? Is this 
enough?
2.10 Sometimes you make things in Art, sometimes in D&T. Is 
there a difference and, if so what?
Prompts: Do you like making things in one subject more than 
the other? Do you like making out o f  certain materials more 
than out o f  others? Which ones and why? Can you use things 
you have learned in Art to help you in D & T (and vice versa)? 
Do you think that what you have learned in one is more 
valuable than what you have learned in the other? I f  so, why?
2.11 Are you going to take examinations which involve making 
in Art or D&T? Which ones?
Prompts: How much making do you do fo r  these exams? What 
kinds o f  making? How important do you think they are? Is the 
making you do fo r  exams different from what you did lower 
down the school? Did this help you to prepare fo r  the exams?
I f  so, how?
2.12 Of all the things you do at school, which are your favourites 
- and why?
Prompt: (If not mentioned) What about making?
3.0 Value of Craft Activity
3.1 Do you think that learning how to use tools, equipment and 
materials and make things in school will be of use to you in 
your future life?
Prompts: Will this be o f  use to you i f  you are studying at 
college or university, after you’ve left school? I f  you are 
earning a living? When you're at home? I f  so, in what ways? I f  
not, why not? Do you see yourself ever having a jo b  or career 
that needs practical knowledge and skills? I f  so, what? In what 
ways do you expect that what you learn through making in 
school will affect your life as an adult (for example DIY, 
mending a car/clothes)? Will it influence your hobbies or the 
way you spend your spare time? Is there anything else about 
making in school you think might be important fo r  later life?
Do you think that practical knowledge and skills you learn in 
Art and D& T will be as useful to you later on as the things you  
learn in other school subjects (e.g. History and Maths)? Why is 
that?
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3.2 Do you think that practical knowledge and skills are
becoming more, or less important to people and the world 
today? Why is this?
Prompts: Apart from the value that practical knowledge and 
skills might have fo r  you personally, can you think o f  reasons 
why it might be a good or a bad thing i f  people understand how 
to use tools, materials and equipment?
3.3a Some people think that it’s valuable to learn about how -
and why - things were made in the past and who did the 
making. Do you agree or not? Please explain.
Prompt: For instance: wooden kitchen utensils and farm  
implements; furniture; things made out o f  metal by blacksmiths 
- parts o f  carts, fire  irons; clothes with hand-sewn seams and 
hems and embroidered textiles; objects made o f  clay - 
containers and pots. Some pupils and adult makers fin d  things 
made by craftspersons in the past can be valuable sources o f  
inspiration fo r  their own making: what do you think?
3.3b Some people think it’s important to learn how - and why -
things were - and are - being made in other parts of the 
world and who did, or does the making? Do you agree or 
not? Please explain?
Prompts: The sorts o f  things being made and used in other 
parts o f  the world that some people think it is important to 
learn about include: jewellery, tools, pottery, woven cloth etc..
3.3c In your opinion, what is the best way of finding out about
these sorts of things?
Prompts: From books; through your own research; magazines 
and newspapers; CD-ROM; computers; videos; visits to 
museums; a holiday in a foreign country?
3.3d Are you encouraged to learn about these things in Art and
D&T? If so, how do you make use of this information when 
you are making?
Prompts: Is this useful fo r  understanding techniques? Does this 
help you find  ideas when you are designing? Does this 
knowledge make any difference to the way you talk about what 
you make? Do you learn about these things in any other 
subjects?
3.4 Do you think whether someone is a male or a female makes
any difference to the way they make things and the kind of 
things they make?
Prompts: Do you think that females are better at making some 
things and males at making others? Why/Why not?
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3.5 Have you ever come across anything that you really liked a 
lot and found pleasing to look at, handle or use?
Prompts: What was it? What did you like about it? Where did 
you see it? [ Outside in the street? In a park or the countryside? 
In someone's home? An industrial or trade context? Museum? 
Gallery? Workshop? Studio? Shop? On holiday? A t a craft 
fair?] Do you know how it was made: was it manufactured in a 
factory, so that there might be many, many more like it, or in a 
small batch o f  similar objects, or as a one-off, so that it is the 
only one o f  its kind that exists?
3.6 Do you think it’s important that pupils are taught to make 
things at school from start to finish?
3.7 What do you think the main differences are between hand 
and machine made things?
Does it matter whether or not the making is done by machine 
or hand? Are machine, or hand made things any more - or less 
- pleasing to look at, handle, or use?
3.8a Does the word craft mean anything to you - and if so what?
What comes to your mind in connection with the word 'craft', 
as it applies to people and the world today?
3.8b Apart from what you do at school, does the word art mean
anything to you - and if so what?
What comes to your mind in connection with the word 'art', as 
it applies to people and the world today?
3.8c Apart from what you do at school, does the word
technology mean anything to you - and if so what?
What comes to your mind in connection with the word 
'technology' as it applies to people and the world today?
3.8d Apart from what you do at school, what do you think the
differences and similarity are between technology, art and 
craft?
4.0 Conclusion
4.1 (In closing)
Are there any questions you would like to ask me?
Thank you again for giving up your time to help me.
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APPENDIX 3
INTERVIEW SCHEDULE FOR ART AND D&T 
TEACHERS
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TEACHERS' VIEWS
School: Date:
Time:
Name: ART/D&T Specialism:
Yrs. Teaching:
Prompt: These questions are about making activities in clay, metal, textiles or wood 
etc.
1.1 In your experience, what are the main factors that cause pupils to enjoy and 
work hard at craft?
Main factors that cause them not to? Activities/projects that work better than others? 
Do they enjoy craft? Why?ANhy Not?
Influence o f assessment and exam syllabus?
1.2 How do pupils value craft in comparison with other things they do at 
school?
Compared with other things they do in ART/D&T? Compared with academic 
subjects?
2.1 How does your resourcing affect pupils' motivation for craft and quality of 
work?
Do pupils ever have to bring in their own materials? Opinion of the facilities, tools and 
equipment? Opportunities for pupiis to use the faciiities, other than during class 
time?
Influence o f resourcing on the kinds o f work set and the kinds of work produced? 
Their influence on how hard pupils work and their enjoyment of craft?
295
APPENDIX 4
CHECKLIST OF QUALITY INDICATORS FOR 
CRAFT AT SECONDARY SCHOOL
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CHECKLIST 1 (FROM TEACHERS)
School: Date:
Time:
Name: ART/D&T
MODE OF TIMETABLING:
CONTACT HOURS PER WEEK FOR SUBJECT:
(KS 3 and 4)
PROPORTION OF CONTACT TIME SPENT ON CERAMICS, METAL, TEXTILES, 
WOOD:
(KS 3 and 4)
BUDGET:
(what is included?)
CRAFT MATERIALS:
(provided? brought in by pupils? by teachers?)
PUPILS ACCESS TO STUDIOS/WORKSHOPS 
(any extra curricular activities?)
COMPUTERS:
(number? which software? location? used for? access? CAD? CAM? CD-ROM?)
TECHNICIAN SUPPORT: 
(how much?)
VISITS:
(gallery? museum? craft fair? workshop? other?)
VISITORS:
(craftspersons? other?)
PUPIL COMPETITIONS:
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date: C H E C K L I S T  2
SCHOOL NAME:
no. of pupils: age range: boys girls mixed
urban suburban rural LEA selective LEA non-selective CTC GM ind. 
other
full name of ART/D&T dept(s).:
crafts taught in ART: ceramics metal textiles wood other: 
crafts taught in D&T: ceramics metal textiles wood other: 
staff list ART (with qualifications):
staff list D&T (with qualifications):
craft books and magazines:
(manuals, history, biog., other / age, quantity, quality / where)
other reference materials:
(new tech. CD-ROM, worksheets, wallcharts)
WORK EXHIBITED AROUND SCHOOL: 
(quantity/quality)
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date:
SCHOOL NAME:
DISPLAY IN ART ROOMS: 
(quantity/quality)
C H E C K L I S T  3
ART accommodation:
(number, sizes, condition, if shared)
ART equipment: 
(age, usage)
ART tools:
(number, condition, shared)
ART materials:
storage in ART:
(for work and materials)
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date:
SCHOOL NAME:
DISPLAY IN D&T ROOMS: 
(quantity/quality)
C H E C K L I S T  4
D&T accommodation:
(number, sizes, condition, if shared)
D&T equipment: 
(age, usage)
D&T tools:
(number, condition, shared)
D&T materials:
storage in D&T:
(for work and materials)
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PROJECT PROPOSAL FOR PUPILS AS MAKERS
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PROJECT PROPOSAL
N a t i o n a l  S u r v e y  o f  C r a f t  i n  S e c o n d a r y  S c h o o l s :  
Pupils as Makers: their motivation for, and perceptions, of 
craft education at Key Stages 3 & 4
Background to Project
The proposed project which is jointly commissioned by the Crafts Council 
and Roehampton Institute is based at the Roehampton Institute, London. It is 
the second stage o f a national programme of research into current provision 
for, and practice of, craft in Art and Design & Technology courses and 
Curricula at Key Stages 3 and 4 and will take the form of qualitative enquiry 
that is intended to follow up and contribute to the findings o f the national 
survey carried out in October 1994. The aims of the survey were:-
(1) To determine the nature and extent o f learning through craft activity in Art 
and Design & Technology Curricula and Courses at Key Stages 3 and 4.
(2) To determine the extent to which knowledge and understanding o f craft 
inheritance is included.
(3) To establish the degree to which such learning is valued by Art and Design 
& Technology teachers.
(4) To identify the quality and quantity o f provision for this learning.
The survey questionnaire which was distributed to teachers responsible for Art 
and Design & Technology in all secondary schools in England and Wales 
explored the broad sweep of provision for craft education at Key Stages 3 /4. 
It achieved a 20% response rate and data is presently being coded and 
analysed statistically with a view to an interim report being made available to 
the Crafts Council by February 15 1995. Because the survey is yielding 
quantitative data in the main, there is a need for in-depth qualitative 
information of the kind that only emerges through fieldwork and/or case study 
research. Additionally, and because the survey focused on teachers' 
perceptions o f issues identified above, there is a need to establish the nature o f 
pupils' involvement in and attitudes towards craft-based activity - in particular 
to determine their motivation for engaging in this kind o f work inside and 
outside school, views about practical, organisational and resource factors 
affecting the success of KS3 & 4 programmes and, conceptions o f the 
educational value of craft.
The survey questionnaire targeted craft education in ceramics, wood, metal 
and textiles. Responses to question 6 have revealed large numbers o f schools 
prepared to take part in a second stage of research; and they have identified 
particular strengths they are willing to share as follows:-
(1) Specialist provision for craft activity (e.g. purpose built workshops and 
studio facilities,
(2) Programmes where there are specialist staff and/or well developed links 
with professional crafts people,
(3) Programmes which emphasise historical and cultural input,
(4) Activities focusing on rural and domestic craft,
(5) Activities which respond to identified personal and community needs,
(6) Designing and making by pupils undertaken outside school,
(7) Use of CD ROM multimedia applications,
(8) Other. Please specify.
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Research Aims
This second stage of the national programme of research will focus o f pupils' 
perceptions o f craft, provision for craft education and the value o f craft 
activity at Key Stages 3 & 4. Specific research aims are:-
(1) To establish what motivates Key Stage 3 & 4 pupils to engage in craft 
activity inside and outside school.
(2) To determine their views on the quality of provision for craft related 
education (in textiles, metal, ceramics and wood) in Key Stage 3 & 4 curricula 
and courses and practical, organisational and other factors affecting their 
success.
(3) To document and record examples o f pupils' work that could contribute to 
the debate about what constitutes good practice in craft at Key Stages 3 & 4, 
in textiles, metal, ceramics and wood.
(4) To establish Key Stage 3 & 4 pupils' conceptions o f the educational value 
o f creative practical education in their present and future lives.
Research Method
20 schools will be targeted for fieldwork from those that have identified 
strengths in more than two of the named areas. In selecting schools, particular 
attention will paid to strengths identified under items 5 and 6. Schools 
selected for flirther study will include those with strengths in ceramics, 
textiles, metal and wood and craft activity in both Design & Technology and 
Art and advice will be taken from LEA advisers also.
The schools will be contacted for the purposes o f negotiating visits and 
targeting groups of Key Stage 3/4 pupils for on site research.
Questions will be formulated aimed at eliciting the views and perceptions o f 
groups of pupils on craft experience, provision for and the value of craft by 
means of an informal questionnaire and verbal discussion in class. The 
questionnaire will be piloted.
Approx. 20 schools will be visited for 2-3 days for the purposes o f observing 
classes in which pupils are engaged in craft-based learning, documenting craft 
processes and outcomes and administering the pupil questionnaire. 
Additionally, there will be informal discussions with teachers about issues in 
craft education at KS 3/4 arising from the findings o f the national survey and 
about pupils' responses to the informal questionnaire. Individual pupils with a 
high motivation for craft making inside and outside school will be identified 
and targeted for further, more in-depth, research.
With a view to developing reasoned arguments for learning through making, 
10 'experts' on practical education, human development and/or craft will be 
interviewed by the project director during this time. Following this, the 
findings of this part o f the fieldwork research will be analysed and reported to 
the Crafts Council.
The second part o f the research will take the form of profiles o f approx. 10-12 
highly motivated pupils targeted during the previous visits to schools in part 
one. The research method will be semi-structured interviews that take into 
account findings from the survey and fieldwork. They will incorporate in- 
depth discussion of individual pupils' craft processes and outcomes both inside
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and outside school, their extrinsic and intrinsic motivation for making 
artefacts, perceptions o f provision for craft activity in secondary education and 
o f its role in and contribution to their present and future lives.
The data will be analysed and the profiles of highly motivated pupils will be 
presented in the form of an illustrated report.
Project Management
The project is directed by Dr Rachel Mason, Reader in Art Education at 
Roehampton Institute London, working in close collaboration with Susan 
O'Reilly, the Craft Council's Education Officer for Schools and Young People 
and a National Steering Committee. A research assistant will be recruited 
nationally in March 1995 for a period of two years starting September 1995
Outcomes
The national survey fieldwork research and case studies are an important part 
o f information gathering for the Craft Council's current national enquiry into 
the role and significance o f practical thinking entitled 'Why Teach Craft*. 
This enquiry aims to get to the heart o f issues currently affecting the practice 
o f and provision for craft within the framework of practical education in 
schools and to provide evidence of the value of craft in education at Key 
Stages 3 & 4. The analysis of findings included in the survey, fieldwork and 
case study reports will be of use generally to policy makers, educators, 
teachers and practitioners of craft and will play a key role in the Crafts 
Council's educational policy making.
It intended also that the findings of the national project as a whole will be 
published by NSEAD in book form.
Linked Project/Research
The survey, fieldwork research and case studies are, also, part of a 
comparative Anglo-Japanese research project into teaching craft inheritance 
based at Roehampton Institute, De Montfort and Tsukuba Universities. The 
main thrust o f this project is to (i) compare the current status and concepts o f 
craft in secondary education in the two countries and (ii) develop and 
exchange ideas about teaching and learning craft inheritance. Modified 
versions of the UK national survey and case studies will be replicated in Japan 
in 1995/6 and project team members in both countries are currently 
developing and testing out bilingual multimedia instructional tools for 
teaching craft inheritance with museums and schools. There is an ongoing 
programme of exchange of Japanese/British researchers and teachers in 
connection with this project and results o f the Japanese national survey are 
anticipated at the end of 1995.
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MEMBERS OF NATIONAL SURVEY STEERING GROUP 
FOR PUPILS AS MAKERS
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Members of the National Survey Steering Group did not officially represent 
any group or organisation. Individuals were chosen to offer advice on a 
comprehensive range of issues in Art, Craft, Design and Technology.
The National Survey Group membership was as follows: 
Emily Allardyce
Michael Buchanan
Ten Cunningham
HMI Mike Ives 
David Jones
HMI Peter Jones 
Kate Kelly
Jon Parker
David Perry 
Roy Prentice 
Prof. Phil Roberts
Group Manager,
Merton Department o f Education, Surrey.
Formerly Senior Advisor,
Redbridge LEA, Essex.
Currently Deputy Headteacher, St. Ivo School, 
St. Ives, Cambridgeshire LEA.
Advisory Teacher, Technology,
Islington LEA, London.
Taunton
Assistant General Secretary,
National Society for Education in Art and 
Design
OFSTED Birmingham
Advisory Teacher, Sport and Art 
Islington, LEA
Curriculum Adviser for Design and Technology 
Northamptonshire Inspection and Advisory 
Service
Director: School Technology Project 
Royal College of Art, London
Head of Art and Design Education 
Institute o f Education, London University
Head o f Department
Department of Design and Technology
Loughborough University o f Technology
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EXAMPLES OF PUPIL INTERVIEWS
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B G 4
F,14,Y r.lO  
12.00,18 March 1997
Do you do any practical activities when yon are not at school?
Yeah, well, I do some basketball and I do [pause] and I play a lot o f tennis and 
I like socialising with my friends.
Do yon do any DIY, making things for everyday use in the home?
Well, um [pause] well I made this small cupboard for storing powders for 
cooking, we didn't have nothing to put them in, the powders, my Mum really 
liked it [pause] and I made a dolly, for my sister and I made a wooden spoon 
and my Mum really liked it.
Do yon do any model making?
No, not exactly.
Cooking?
Yeah, I do some light cooking, I mean the last time I went into the kitchen I 
nearly burnt it - 1 do rice and toast and things like that and I do salads. My 
Mum doesn't let me go in the kitchen much - she doesn't feel comfortable 
when I'm around.
Gardening?
Yeah, I grew a seed - a bean seed and it's growing now and I do some 
gardening at my sister's house: vegetables and fruit and things like that. I'm 
not into growing flowers much, I like growing vegetables but I don't like 
flowers.
Do yon mend anything?
Yeah, this cupboard came loose and I sort of pinned it together and um - it's 
mainly cupboards - oh and this cooker knob came off and I had to glue it on, 
super-glue it on - 1 do lots of things - 1 just can't remember...oh yes and I 
mended a mirror.
Do yon mend a bike?
Well, the tyre and I fixed the brake - not that much - and my cousin's bike, I 
fixed it a bit.
O f all the things you’re not at school, which are your favourites - and 
why?
Well [pause] I like listening to music, it like drains away my problems about 
course work - oh yes and television, I really like horror films and things like 
that, I usually watch it till ten o'clock, when I start my homework and that.
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What about clothes?
Well, I'm not into clothes that much. I'm not into fashion that much, but if  I 
see something that's nice and comfortable on me, then I get it.
What do you spend most of your time doing, when not at school?
Let me see. Well, I socialise with my friends. Watch films. Do lots of 
research, I use the library a lot. And listen to music a lot, that's what I do - and 
I do a lot of physical things a lot.
Can you tell me in more detail about the making you do away from 
school.
Well, I had some plastercine and I used to make models and my Mum used to 
like it and put it on shelves and it turned out to be really good and I made this 
note stand for my Dad, because he gets all different letters from other 
countries and things and it's really useful for him and he likes it a lot, because 
he has somewhere to put his letters. I mean, it we need something, I usually 
make it even though I'm not good at it.
You’re not good at it?
Well, I am good at it, but not perfect, you know.
Are you given any help?
No, everybody's busy, my brothers are busy and I don't like that much help, to 
be honest, so I just go to my room and I make it. I don't want no help, to be 
honest.
Who and what most influences your ideas about this making away from  
school?
Well, I look at the atmosphere around me sort o f thing and well, I don't get 
ideas from people around me, I just get ideas from culture and things around 
me and combine it all together.
Do any of your close family make things, or earn money from making?
[Shakes head.] It's just me - because I like making stuff, don't I. My elder 
brother's a tailor - 1 mean I made one thing and my firiend liked it and they 
offered me money and so I said OK: I'll take it - it was for this bookshelf stuff.
In what ways is this making the same as, or different from the making 
that you do at school?
Well, you have to stick with one thing at school, it's good at school, at least 
you focus on one thing, but at home I do one thing, then another thing and 
then another thing and in the end I finish all o f them.
Do you spend more time making at school, or away from school?
Away from school.
Which do you like more - and why?
I don't mind - 1 prefer at home because I do my own decisions and everything.
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Which do you value more - and why?
Both.
Why?
I dunno. It's like you know [pause] it's a mixture o f stuff, you know, the things 
you do at home relate to the things you do at school and the things you do at 
school relate to the things you do at home. It's the same thing, isn't it, it's 
connected, innit?
How do the facilities and equipment at school compare with those out of 
school?
Oh they're much better 
At school?
Yeah. At home I borrow my brother's, cos he's got so many tools, he's got a 
big box full. I borrow my bother's drill at lot, I like that, I like using the drill, 
cos I feel in control.
What difference does not having it marked make?
I mean, if  you're satisfied, I mean I do get it marked, I go up to my Dad and I 
say: what do you think? And he'll go: 'good', so I'll write down good and he'll 
go 'excellent', so I'll write down 'excellent'. But I like my work being marked.
Do you know - or have you ever met anybody - who earned their living 
making things?
Yeah. Granddad made things and this man I knew who worked in a shop, I 
used to get ideas off him. And my granddad and a man, they made a boat and 
it's really nice and I went on the boat.
Where was that?
Bangladesh.
In which subjects do you have opportunities to make things at school?
Maths and Science. R.E. and [pause] Technology, o f course, French, because 
we make models of French stuff and R.E., we make models of temples.
What about Art, do you make anything in Art?
Oh no - yes, sorry, we make a lot of stuff in Art - plastercine...we do chalk and 
paint, we do all sorts of stuff.
What have you been making recently?
Nothing because I'm mostly into course work.
You haven't made anything at all? What about Technology, haven't you 
made anything in Technology?
Oh, I'm making a clock. I'm sorry, I got mixed up.
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Can you tell me about something you made at school that you’re really 
pleased with?
Well, I'm pleased I'm making that clock, because it's my personality, so I 
made a snake, because I'm into snakes and I made the eyes bulge out and I 
really like that.
Were you making it for anyone in particular?
No, I'm just making it for me.
Do you decide what’s good and bad about you work as you’re making it, 
or will you wait until you’ve finished?
I'm just waiting till I finish - there's no bad things about it - well there is 
because I want to make it smoother, much smoother.
Which parts of lessons that include making do you like best and least and 
why? (Parts of lessons include setting a brief, researching, designing, 
evaluating, producing or making.)
Making.
Best? You like making best?
Yeah, because you've got more control - but I don't like researching that much. 
Why not?
I dunno, I mean, I just like making, I don't like background knowledge and all 
that, I mean, I know background knowledge is good and you've got to have 
that, but I just like making.
Which do you think is the most important - and why?
Well, they're all important, I mean you have to have research, you've got to 
design it, you can't just start with one thing, one idea. They're all important.
Would you describe yourself as good at making things?
Yeah.
How would you grade your overall performance in making, in 
comparison with others in your class?
Well, equal, I mean there's no one who's the best and no one who's the worst 
the best thing about our work is that it relates to their personality and that's the 
best thing a work can have.
What was the worst thing you ever made at school?
[Pause] Let me see. [Pause] It had to be that puzzle, because, I mean, I liked it 
but the pieces weren’t all smooth, we had to rush it, because we had a 
deadline, but it wasn’t really smooth and that put me off, I wanted it to be 
perfect, by me.
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What is it that makes some pupils’ work better than others?
[pause] It has to relate to their personality, I mean if  they do a work a put lots 
and lots of effort into it, that’s the best thing, even if  it’s not up to standard.
How do people know what is good and bad work in Art and D&T?
[pause] I don’t know.
How do people know if it’s up to standard?
It has to be well made and [pause] there don’t have to be pieces sticking out, 
that make it look horrible, you know, it just has to be well made.
What do you find easy and what do you find difficult about learning how 
to make things in school?
[pause] Well, the easy stuff is, you know, you get to do what you want to do, 
innit, but the hard thing is doing the research and figuring things out, but the 
easy bit is making it.
What kind of help do you value most - and from whom?
I mean, if  I ’m stuck on something and someone comes to help me, that’s the 
best sort o f help?
Who from?
Anybody, I don’t mind.
Is it important that lessons include demonstrations of making processes 
by teachers?
Yeah, a lot.
W hy’s that?
Because, I mean, if  they just talk it through, it wouldn’t be that much effect 
for people, I mean you see what the teacher did and you know what to do.
Is it important that you are shown examples of finished work?
Yeah, so you know how it’s supposed to be finished, how it’s well made, how 
it’s supposed to hold, so you have an idea of how yours is meant to look, to be 
up to standard.
And do you think it’s important you learn how to handle materials, tools 
and equipment?
Yeah, I mean, if  you don’t know how to, how to handle a tool, it can be 
reasonably dangerous.
How important is it that your teachers are makers as well and that they 
show you their work?
It’s really important, I mean, if  they’re teachers and just teaching something, 
that isn’t good, but if  they’re really making stuff, that’s really good, that’s a 
help to students.
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Have you seen anything that your ART or D&T teachers have made? 
What was it?
No, no, I don’t think so.
Do you ever have visitors in school who make things?
Yeah.
Who are they and where do they come from?
Oh, they’re, like, people who do crafts, who do craft stuff and we were really 
happy, because it was a big help, I mean you learn stuff from someone with a 
different background, it isn’t just school stuff.
There is a saying: "a bad craftsperson blames the tools" , but it is 
difficult to make things well without the proper materials, tools and 
equipment. Can you tell me a bit about the materials, tools and 
equipment you use at school and how important you think they are for 
your making to be successful?
Well, the tools, there has to be, there has to be the latest tools and the 
equipment in this school is really good. Schools should have the latest 
equipment.
Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
There is enough to go round, but in some lessons you have to share, but that 
doesn’t, doesn’t have that much effect.
Do you ever have to bring in materials, or are they all supplied?
They’re all supplied.
About how many pupils are there in classes where you learn about 
making?
There’s around thirty, but it’s mainly twenty-six, or twenty-seven.
Is this too many, too few, or about right?
It’s about right.
Are the lessons too long, too short or about right?
Single lessons are a bit short, but apart from that it’s OK.
Are they usually doubles?
Yeah.
Do you use computers when you learn about making?
[Shakes head]. No.
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Sometimes you make things in Art, sometimes in D&T. Is there a 
difference and, if so what?
Well, you get more equipment in DT than in Art, I mean, you don’t have 
machines in Art, like you do in DT.
Do you like making things in one subject more than the other(s)?
No, I like making in different class subjects.
Do you like making out of certain materials more than out of others?
I don’t mind.
Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
Yeah.
How?
It’s like using those knives we do: it comes in handy in Art after w e’ve used 
them in DT.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
They’re both valuable, you can’t learn about just one thing in one subject, you 
have to leam about everything.
Are you going to take examinations which involve making in Art or 
D&T?
Yeah.
Which ones?
All o f them.
Art and DT?
Yeah.
How much making will you do for these exams?
I don’t know.
How important do you think these Art and DT exams are?
They’re going to be really important because I ’m going to be, like, a nurse 
when I grow up and work with little children and if  I make stuff I ’m going to 
be better and more involved with them.
O f all the things you do at school, which are your favourites - and why?
I like Art and DT.
314
Why?
Because, I mean, you don’t have that worries [sic], you don’t have to think, 
not that much thinking.
Value of Craft Activity
Apart from what you told about being a nurse, do you think that learning 
how to use tools, equipment and materials and make things in school will 
be of use to you in your future life?
Yeah, I mean, if  you want to make stuff, you have to know how to handle 
tools.
Do you think that practical knowledge and skills you learn in Art and 
D&T will be as useful to you later on as the things you learn in other 
school subjects (e.g. History and Maths)?
Yeah, it will.
Why is that?
Because you can’t just have knowledge all the time, I mean, making stuff 
involves the future, it’s a thing you have control of.
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today?
Well, it’s OK.
Apart from the value that practical knowledge and skills might have for 
you personally, can you think of reasons why it might be a good or a bad 
thing if people understand how to use tools, materials and equipment?
Well, you have to learn how to use equipment and the school shows you: 
that’s the best thing.
Some people think that it’s valuable to learn about how - and why - things 
were made in the past and who did the making. Do you agree or not?
No. [Shakes head]. Because you have to look towards the future, not the past.
I mean you do get ideas from people in the past that are valuable, but you 
really have to think o f the future and how things will be in the future.
Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
It’s agreeable, but there again it’s disagreeable.
You can’t decide?
No.
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In your opinion, what is the best way of finding out about these sorts of 
things?
By doing it - and learning it.
Where?
The places where it’s being done.
Are you encouraged to learn about these things in Art and D&T?
Yeah, a lot.
How do you make use of this information when you are making?
It gives me ideas.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
No.
Why not?
Because, I mean, you can’t really always look towards a man - women do a lot 
o f good stuff, but said now that women focus more on their written work, 
rather than their practical stuff, which I disagree with.
Do you think that females are better at making some things and males at 
making others?
They’re the same, you can’t actually say women are better than men, they’re 
the same, they’re equal.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
[pause] It was a jug, it was a really nice jug, it was well worked out and well 
presented and actually using it was very comfortable, it was made in the 
1970s, in Taiwan.
Do you know how it was made: was it manufactured in a factory, so that 
there might be many, many more like it, or in a small batch of similar 
objects, or as a one-off, so that it is the only one of its kind that exists?
No, it was made by this old man, he used to work in this market, making 
things out o f clay, my Dad told me about him, he was really nice.
Where did you see it?
It was at home.
What do you think the main differences are between hand and machine 
made things?
Well, with hand made you have to put a lot o f force and care into it, but with a 
machine it’s, like, really simple, but with a machine you can learn different 
stuff.
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Does it matter whether or not the making is done by machine or hand?
I prefer it done by hand.
Why?
Because, I don’t know, I like it done by hand, it’s got a lot of background 
information.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
Yeah.
Why?
Because they have to know in the future, it really depends on i f  you have put 
your knowledge, what you’ve done at school, you have to put that in.
Does the word craft mean anything to you - and if so what?
No, nothing.
What comes to your mind in connection with the word ’craft’, as it 
applies to people and the world today?
Making stuff.
What comes to your mind in connection with the word ’art’, as it applies 
to people and the world today?
Oh, using paints - and material stuffs.
What comes to your mind in connection with the word ’technology’, as it 
applies to people and the world today?
Handling woods, metals, plastics, making stuff with them, using machines.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craft?
Well in technology you use machines and in art you mostly use stuff you’ve 
done by hand, like paints.
Are there any questions you would like to ask me?
No.
Thank you again for giving up your time to help me.
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Do you do any practical activities when you are not at school?
Um, what do you mean by that - practical activities?
Anything, anything that’s practical.
I play Rugby for a club, outside the school and in summer I play cricket and I 
go out with my friends sometimes - that's about it really.
Do you do any DIY, making things for everyday use in the home?
No, not really.
Do you do any model making?
Um, not outside o f school.
Cooking?
Um, yeah, I do quite a lot, just with my friends.
Gardening?
Mmm, no.
Do you mend anything?
Um, I just mend my bike and things like that.
O f all the things you’re not at school, which are your favourites - and 
why?
Mmm, [pause] um, I like playing Rugby, because I get to see all my friends - 
and I enjoy it.
What about clothes?
Um, yeah, I buy clothes quite often, like jeans and tops.
What about music?
Er, yeah, I listen to quite a lot.
What kind of music?
Um, Oasis and Blur and people like that, bands like that.
What about TV?
Um, I watch a bit o f TV, but not that much.
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Which programmes do you watch regularly?
Neighbours and Home and Away. [Laughs]
What do you spend most of your time doing, when not at school?
Um, the week-ends usually playing Rugby, during the week it's homework - 
and then I go out to my friends' houses.
Do you do any making?
I made a few model 'planes, but that's about it.
When did you do that?
Probably two years ago.
Do you know - or have you ever met anybody - who earned their living 
making things?
Um, no.
In which subjects do you have opportunities to make things at school?
Art, um in Geography we have to make some models sometimes, um...
Do you do CDT?
No, I wasn't very good at it.
Are you a Major or a Minor Art?
I'm Minor Art.
What have you been making recently?
Um, well. I've just started with my new teacher, because last term we were 
making - 1 made a pot of a devil.
Can you tell me about the pot of the devil that you made last term?
Well, it had like a curved nose, a big smile with all the teeth, showing [pause] 
a trident thing and like a curled tail that was going up its back.
There are a number of stages in the process of making something. Were 
you working to a brief?
No, we drew what we thought we'd try and make and then we made what we 
wanted, doing coil pots - 1 think it's called making what you want.
Describe how you went about making this from the very beginning (when 
you were first set the brief).
First I got a big chunk of clay, then I knock it into the table to get all the air 
out o f it, then I have to cut out strips and then I make a base and then I coil 
them up and then carry that on until it made a pot and then get two hollow 
pieces of clay for the head and then make the neck and attach that on.
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Were you making it for anyone in particular?
No, just to take home and put in my bedroom.
Were there design and modelling stages?
There was designing, when we had to draw out the tail and features and how 
we wanted it to look overall, when we’d finished.
Did you decide what was good and what was bad about you work as you 
were making it, or when you had finished?
Um, when I'd finished.
What do you think about it now?
Um, I think, I think it's good by my standards but it could have been better, 
like the eyes - but I think it's quite good.
If you had to do it again, would you do it any differently?
Um, probably not, no.
Which parts of lessons that include making do you like best and least? 
(Parts of lessons usually include setting a brief, researching, designing, 
evaluating, producing or making.)
I like the designing and the producing and making; we don't really get a brief, 
we get told the kind of things they are looking for us to make and we can go 
of and choose. I don't really dislike any parts of it.
Which do you think is the most important - and why?
Um, I think the designing is one of the most important, because if  you're 
making from the design, and it's wrong, then you just have to start over again.
Would you describe yourself as good at making things?
Um, I'm quite good, but there are people in my class that are better than me, in 
my art group.
How would you grade your overall performance in making, in 
comparison with others in your class?
Um, probably around the middle of the class really.
Tell me about the best thing you ever made at school and why you were 
pleased with it.
Um, the last thing I've made is probably the best, because two years ago I 
made a pot and it didn't turn out well, so I'm really please that this turned out 
well.
Why did you think it was successful?
Um, I spent quite a lot of time on it and spent quite a lot of time designing it, 
it was because I spent the time on it.
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Did other people feel the same way about it as you?
Um, my parents, um thought that it was good and my Art teacher thought it 
was quite good as well.
What is it that makes some pupils’ work better than others?
Mmm, think it’s just they can concentrate harder and don’t get distracted so 
easily from their work.
How do people know what is good and bad work in Art and D&T?
Um, I think it depends on their opinion really; if  it’s a well set out deign then 
it's probably good, but it depends on the final piece really and it depends on 
what other, how other people view their work.
What do you find easy or difficult about learning how to make things in 
school?
Um [pause] I think I'm not a particularly good drawer, so for me learning how 
to design is difficult, but being shown how to do things - that makes it easier, 
but not being shown, that makes it difficult.
What kind of help do you value most - and from whom?
Um, I think help from the teachers is important, because if  you're doing it 
wrong, then they can show you - 1 think that's the most important help for me.
Have you ever had a disaster when making? If so, please tell me about it.
Um, in CDT a few years ago, when I hadn't dropped it, I made a body and that 
went quite wrong.
Who did you go to for help?
Um, I went...my teacher gave me quite a lot of help - 1 designed it right, but it 
was just when it came to putting it together, it didn't go right - it just went 
round in circles.
Is it important that lessons include demonstrations of making processes 
by teachers?
I think it is, because if  they didn't show you what you were doing, then you'd 
probably go wrong and get told of, so I think it is important that you're shown 
before you start how to do things.
That you are shown examples of finished work?
Um [pause] - not really, but it...sometimes it might make a difference, if  
you're making a model, it gives you something to model it on - but I don't 
think it's particularly important.
Learn how to handle materials, tools and equipment?
Um, yes, um because if  you don't know how to use the tools properly, it could 
be dangerous and it could wreck your work and other peoples' work, you're 
not show how to use the tools.
321
Are you taught particular methods and techniques?
Um, not really no.
How important is it that your teachers are makers as well and that they 
show you their work?
Um, could be, I think it could be quite important because then they’ve got 
experience in making things, they can help you properly.
Have you seen anything that your Art or CDT teachers have made?
Er [laughs] no.
Do you ever have visitors in school who make things?
Um, I don't know, but I've never met one - they might do, but I don't know.
There is a saying: "a bad craftsperson blames the tools" , but it is 
difficult to make things well without the proper materials, tools and 
equipment. Can you tell me a bit about the materials, tools and 
equipment you use at school and how important you think they are for 
your making to be successful?
Um, in Art we have craft knives and things for scooping out clay for pots; I 
think it's important you have the proper equipment, because you want to be 
taught properly - without the proper equipment, you won't be able to do your 
best work.
Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
Um, enough to go round, usually.
Do you ever have to bring in materials, or are they all supplied? Are you 
given all the materials you need in class?
Um, things like drawing pads are supplied in school, but i f  you lose one, you 
have to buy it yourself - but apart from that, no not really.
How many pupils are there in classes where you learn about making?
Um, it varies because I think there are three different classes, in Minor there's 
about fifteen and in CDT there's about the same amount really.
That’s about fifteen?
In the Minor Art lessons there are, yes.
Is this too many, too few, or about right?
Um, I think it's about right for Minor Art and Minor subjects.
Are the lessons too long, too short or about right?
Um, I think they're about right.
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Do you use computers when you learn about making?
Um, in our part o f Art there's graphic design, so I'll be doing that next term. 
How many computers are there?
Um, I think there's four, for...four for the Art department and there's seven or 
eight in the CDT department.
Is this enough?
Yeah, I think so.
Sometimes you make things in Art, sometimes you used to in CDT. Is 
there a difference and, if so what?
Um, in CDT, in CDT we got, we had to use saws and DIY tools and things 
like that and glue and just household tools and in Art we use Art tools for 
crafting and shaping and things like that.
Do you like making things in one subject more than the other(s)?
Um, yeah, I prefer things in Art really.
Why?
Um, I think it's easier to get the hang o f making things in Art, because in CDT 
you're always using different tools and you never really know how to use any 
of them properly.
Do you like making out of certain materials more than out of others?
Yeah, I prefer making things out o f clay, than out o f wood or metal.
Why?
Er, I find it easier to handle and shape and just use really.
Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
Um [pause] I'm not sure really - 1 think you get can use the design skills that 
you learn in Art to help you design in CDT - um, I think that's it really.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
No, not really.
Are you going to take examinations which involve making?
Um, I don't know - 1 think I might take Potteiy GCSE - 1 think - but I haven't 
decided yet.
323
How important do you think this exam would be?
I'm not sure, it depends what I decided to be when I got older, if  I wanted to 
be a teacher, then it could be important to carry through and get that exam at 
A level and things like that.
O f all the things you do at school, which are your favourites - and why?
Um, I don't know, I think it's Geography.
Why?
Um, because the teacher I've got makes it an enjoyable lesson and funny and 
I'm quite good at the work.
What about making, where does that come?
I think Art is - it's one o f my favourite subjects.
Do you think that learning how to use tools, equipment and materials and 
make things in school will be of use to you in your future life?
Er, I'm not sure at the moment, because I'm not sure what I want to do when I 
get older, but if  you're good at Art, then it could be very important.
Will this be of use to you if you are studying at college or university, after 
you've left school?
Um, um, it might, it depends what I would do, it might be just something to 
do for fun, in my spare time, I think I'll be doing other subjects - but I'm not 
sure.
When you’re at home?
Um, no, probably not.
Why not?
Because you can get others to do it for you.
Do you think that practical knowledge and skills you learn in Art and 
D&T will be as useful to you later on as the things you learn in other 
school subjects (e.g. History and Maths)?
Um [pause] mm, er, it depends, er, on what you want it to do, because if  you 
want to carry on doing Art, then it will help you, but I don't think it matters to 
as many people as other subjects do.
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today? Why is this?
Er, I don't think they're becoming more or less important, because there aren't 
many artists - well there's a lot o f craflmakers, so you've got a chance if  you 
do it in school of developing it into a craftmaker, or a pot maker, or things like 
that.
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Some people think that it’s valuable to learn about how - and why - things 
were made in the past and who did the making. Do you agree or not?
Um, I think it's important to learn about artists from the past and how they did 
what they did and try and develop a style like them and the work they've done.
Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
Er, yeah, I think so, I think it's important to learn about how other cultures 
make things and the things they make.
In your opinion, what is the best way of finding out about these sorts of 
things?
Um, probably researching for a project or something like that.
Where would that be?
Books - and art books.
Are you encouraged to learn about these things in Art and D&T?
Um [pause] we do, we do some projects on artists and their artwork.
How do you make use of this information when you are making?
Um, I haven't really made any, or done any artwork on the past artists.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
No, not really.
Do you think that females are better at making some things and males at 
making others?
Um, probably, yeah.
Which things and why?
Probably, er, I think women are probably better at clothes and design and 
some kinds o f artwork and men are better at using their hands and making 
stuff.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
No, not really.
Never seen anything - in a shop, a showroom, a gallery, someone’s house, 
maybe your own house and thought: wow, that’s wonderful, I love that.
No, no.
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What do you think the main differences are between hand and machine 
made things?
What I think is the time taken and the quality is better with hand made things, 
but you can't make a lot of things in a short space o f time, as you can with 
machine made things.
Does it matter whether or not the making is done by machine or hand?
I think you get better quality things with hand made, because time's been 
taken, time's been taken to make them.
Are machine, or hand made things any more - or less - pleasing to look at, 
handle, or use?
Um, no, I don't think so.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
Yes.
Why?
Um, because if  they just leave something unfinished, then they don't get so 
much satisfaction, whereas if  they finish it they feel really satisfied with what 
they've done.
Does the word craft mean anything to you - and if so what?
Um [pause] things that have been made by hand and shaped and had a lot o f 
time taken over them.
Apart from what you do at school, does the word art mean anything to 
you - and if so what?
No, not really.
What comes to your mind in connection with the word ’art’, as it applies 
to people and the world today?
Um, culture, probably, different people's cultures and the things that they 
make.
Apart from what you do at school, does the word technology mean 
anything to you - and if so what?
Computers and just the development o f manufacturing quality and things like 
that.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craft?
Um, [pause] I think Art and craft develop with technology, um art and craft 
are quite similar but technology is quite different from the two other things.
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Do you do any practical activities when you are not at school?
Yes, I ’m a member o f de Glanville Priory Girl Guides.
Do you do any DIY, making things for everyday use in the home?
Um, at Guides I do.
What do you do?
We make pin cushions and plastic bag holders and lots of things, sort of 
textiles. We make things out o f rope sometimes, rope bridges and things and 
sell them.
Do you do any model making?
Mmm. Um with clay sometimes.
At school or Girl Guides?
Usually at Guides, we sell a lot o f what we make for fund raising.
Cooking?
Yes, I ’m a vegetarian, so I have to cook me own meals at home.
Gardening?
Yes. W e’ve got quite a big garden and we all help out as a family.
Do you mend anything?
If  it’s mine [laughs].
Do you mend a bike?
If...I blow the tyres up, that’s about it, really.
O f all the things you’re not at school, which are your favourites - and 
why?
[pause] I play netball, that’s outside of school and I really enjoy that. I love 
Guides because I, this year I have to go to Canada for an international 
jamboree and I’m very pleased abut that - and a lot o f the craft work I made 
for that went towards the selection.
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What about clothes?
Yes.
What about music?
A lot.
What kind of music?
Indie and old stuff as well, like the Beatles.
What about TV?
I don’t watch that much of it.
Which programmes do you watch regularly?
Wildlife programmes.
What do you spend most of your time doing, when not at school?
Guide work [laughs].
Um [pause] do you want to tell me abut the stuff you make in Guides.
In Guides we make things at different levels, but work together to make the 
same thing, like one would make a pin cushion and another would do the 
decoration - we all must produce it, as it were.
Are you given any help?
Yes.
Who from?
Um, my parents and, um, the Guides.
What do members of your family and close friends say about the things 
you make?
They don’t usually see them, because, as I said we sell them, but the things I 
have taken home, as I say, they’re pleased with.
Who and what most influences your ideas about this making away from  
school?
[pause] Guiding books and [pause] and nature as well.
Do any of your close family make things, or earn money from making?
They don’t earn money from making but they do make things, very basic 
things. Apart from the stuff that my bother does at school, my parents make 
fences and things and the odd towel rail and things.
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In what ways is this making you do away from school the same as, or 
different from the making that you do at school?
At school it is usually to a certain level and slightly more difficult.
Do you spend more time making at school, or away from school?
Away from school.
Which do you like more - and why?
Away from school, because it’s more relaxed, you can work at your own pace. 
Which do you value more - and why?
I value the things we make away from school because I know the money we 
make from selling them goes straight towards Guiding.
How do the facilities and equipment at school compare with those out of 
school?
They’re a lot better at school.
Do you spend more, or less time away from school thinking up ideas, 
doing research for making, designing, producing and evaluating what 
you make?
Um [pause] more time in school, thinking about it really.
Why?
Because you go home, you want to relax and not think o f those kinds of 
things.
What difference does not having it marked make?
We do get badges for it in Guides, so I suppose that’s the same thing really. If  
I ’m happy with it myself, that’s the main thing really.
Do you know - or have you ever met anybody - who earned their living 
making things?
[pause]. Um, no, I don’t think so.
In which subjects do you have opportunities to make things at school?
Technology and sometimes in History, but not very often. Sciences, obviously 
we do some types o f making, but not much.
Is that all?
What about Art?
Oh yes. Art. We do make things [laughs].
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What have you been making recently?
Clay models.
Can you tell me about the cushion cover you have brought with you?
Well, it’s [pause] it comes in a few stages, first o f all we had to tie and dye the 
material and we had to do them in a certain way, chosen to us by the teacher 
and we had to choose the colour ourselves, then we designed the pattern to go 
on it, that we then sewed on with a machine, after putting backing on it. We 
then did, tapped all the pieces together, the three pieces and then, using the 
sewing machine, we over out design, onto the firont piece of cloth. Then we 
had to chop a piece off the second piece of tie-dye material, to make the flap. 
Then we were meant to put the tie dyed pieces back and tap round the with the 
sewing machine, but I didn’t get to that stage.
Were you making it for anyone in particular?
No.
Did you decide what was good and what was bad about you work as you 
were making it, or when you had finished?
If  I see something that’s particularly bad I try to fix it while I’m making it, but 
I usually evaluate at the end.
What do you think about it now?
I wish I ’d finished it. I think it would have been quite a nice piece if  I had 
finished it, if  I ’d had time to finish it.
Which parts of lessons that include making do you like best and least and 
why?
I like the hands-on bit best.
I see. Why is that?
Because [pause] it’s that - 1 like doing something, instead o f just sitting.
And which part do you like least?
[pause] Probably the designing.
And why is that?
[pause] Because it takes quite a long time to get the design you want.
Which do you think is the most important - and why?
Actually making it.
Why do you think that is?
Because even if  you have all the research and things like that, making is the 
most important bit, because that’s the product you have at the end.
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Would you describe yourself as good at making things?
Some things [laughs].
How would you grade your overall performance in making, in 
comparison with others in your class?
Quite good.
Tell me about the best thing you ever made at school and why you were 
pleased with it.
I made a [pause] textile wall hanging for a blind child and I sold that to raise 
money for Guides and I liked that because I really thought I was helping 
someone, you know it was an actual blind child’s mother who bought it.
What was the worst thing you ever made?
The swinging clown that we had to make in first year.
What is it that makes some pupils’ work better than others?
Teachers mainly and it’s nice to achieve something at the end and think that 
you’re going for it, but some people lose enthusiasm sometimes, like I do 
when I have to make something to a set time.
What do you find easy and what do you find difficult about learning how  
to make things in school?
I find it difficult trying to copy what the teachers have made, or taking 
instructions from them, especially when it’s a big class.
And what do you find easy?
I find [pause] suppose the actual making of some things is quite easy - and the 
evaluation.
What kind of help do you value most - and from whom?
From the teachers, because I know that they’re experienced.
Have you ever had a disaster when making?
Yes.
Can you tell me about it?
There was one when we had to make the swinging clown and I, by mistake, 
cut its head off, we were using the jib saw and it somehow went out o f control 
a bit.
Who did you go to for help?
Teachers.
331
Is it important that lessons include demonstrations of making processes 
by teachers?
Yes, as long as they’re well done and well demonstrated.
That you are shown examples of finished work?
Yes, very important.
W hy’s that?
Because you can see roughly what you’re aiming for.
Learn how to handle materials, tools and equipment?
Very important.
Why?
So we can use the skills that we get in the school and have to use those tools 
ourselves, without any supervision.
Are you taught particular methods and techniques?
Yes.
How important is it that your teachers are makers as well and that they 
show you their work?
Quite important, but not essential.
Have you seen anything that your Art or D&T teachers have made?
Yes.
What was it?
It was a picture that my Art teacher had drawn, a design of a clay model.
Do you ever have visitors in school who make things?
No [shakes head].
There is a saying: "a bad craftsperson blames the tools" , [pupil laughs] 
but it is difficult to make things well without the proper materials, tools 
and equipment. Can you tell me a bit about the materials, tools and 
equipment you use at school and how important you think they are for 
your making to be successful?
I think it’s very important we have good quality tools. I have a big problem 
with the scissors, because I’m left handed and all the scissors here are right 
handed, I usually find that this slows me up a lot.
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Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
We usually have to share.
Does this matter?
It slows the whole process of making up a lot.
Do you ever have to bring in materials, or are they all supplied?
We do in some cases, but not very often.
In what cases?
When [pause] we haven’t got the right colour thread that we need in a textiles 
project, for example.
How many pupils are there in classes where you learn about making?
About thirty. I think it’s very difficult if  there’s one teacher takes a textiles 
class of thirty pupils, because you really need one teacher to two pupils, I 
think.
Are the lessons too long, too short or about right?
I’d prefer them to be a bit longer.
Do you use computers when you learn about making?
Depends on what Technology lesson we’re in.
But you have?
Yes.
What for?
When we have computers in a lesson and we were shown a few things, when 
we were doing wood - and metals.
How many computers are there?
I haven’t a clue.
Is this enough?
I ’m not sure. We don’t really do enough computers I think, in this school.
Sometimes you make things in Art, sometimes in D&T. Is there a 
difference and, if so what?
I feel it’s a lot more relaxed in Art because w e’re allowed to have the radio on, 
for example and everyone works at their own level, at their own speed and 
you get plenty of time to do thing.
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Do you like making things in one subject more than others?
Which?
Art.
For the reasons you’ve just said?
Yes.
Do you like making out of certain materials more than out of others?
I like using clay a lot.
Why?
Because it’s very adaptable, you can use it for anything, you can express 
yourself a lot more through clay than you can through, say, textiles.
Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
[pause] I haven’t come across any circumstances, but I ’m sure there are.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
No. [shakes head]. About equal really.
Do you think you will take examinations which involve making in Art or 
D&T?
I ’ll probably have to, but I ’d prefer to concentrate on Sciences.
Of all the things you do at school, which are your favourites - and why?
I love biology and, um, English and Drama.
Why those?
Because we’ve got veiy good teachers in all o f them and I like learning about 
nature and things in biology and in English and Drama you like them just 
because of what we get taught in those lessons.
What about making?
[pause]
I don’t really like any of the subjects that I make things in, except for Art, but 
I wouldn’t consider that a career option in any case.
Do you think that learning how to use tools, equipment and materials and 
make things in school will be of use to you in your future life?
Definitely.
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How?
When you need to fix a car, or when you go camping.
Will this be of use to you if you are studying at college or university, after 
you’ve left school?
Probably not.
When you’re at home?
Sometimes.
Do you see yourself ever having a job or career that needs practical 
knowledge and skills?
Apart from the Sciences, no.
What do you see yourself doing?
I ’d hopefully like to do something with Biology and English: it’s a pretty 
weird mix.
In what ways do you expect that what you learn through making in 
school will affect your life as an adult?
I think it will help basic skills like sewing - but nothing else dramatically.
Will it influence your hobbies or the way you spend your spare time?
Not really, no.
Do you think that practical knowledge and skills you learn in Art and 
D&T will be as useful to you later on as the things you learn in other 
school subjects, for example History and Maths?
No.
Why is that?
Because I don’t think I ’ll be using them much in my future life really.
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today?
I think the knowledge of computers is becoming very important but I don’t 
think the others is very important.
Some people think that it’s valuable to learn about how - and why - things 
were made in the past and who did the making. Do you agree or not?
In some cases.
What cases?
The historical cases, when it helps you with lessons like History and things.
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Some people think it's important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
Very much so, yes.
Why?
I think it’s important to learn about different cultural backgrounds and 
histories.
In your opinion, what is the best way of finding out about these sorts of 
things?
Usually using the library.
Are you encouraged to learn about these things in Art and D&T?
Not really, no.
Do you learn about these things in any other subjects?
History a little, but no other subjects.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
No way, not at all.
Why not?
Because we’re all equal and there’s no difference in the skill whatsoever.
Do you think that females are better at making some things and males at 
making others?
Not if  you’re taught properly, no.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
[pause] Yes, I like it at craft fairs, people make things out o f wood and I really 
like looking at those things, they’re amazing, things like little carved 
mushrooms.
What do you think the main differences are between hand and machine 
made things?
Hand made things have a lot more character, but things made by machine can 
be, cm  be a lot stronger.
Does it matter whether or not the making is done by machine or hand?
[pause] Not really.
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Are machine, or hand made things any more - or less - pleasing to look at, 
handle, or use?
Hand made things are a lot more pleasing to look at.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
Yes, definitely.
Why do you think that is?
Because if  you just make a stage of something, we won’t be able to use these 
skills outside thins school.
Does the word craft mean anything to you - and if so what?
Craft. Um. It reminds me of lots o f craft fairs and a lot to do with Guides.
Apart from what you do at school, does the word art mean anything to 
you - and if so what?
[pause] It connects to photography, I think.
Apart from what you do at school, does the word technology mean 
anything to you - and if so what?
It reminds me of computers, but that’s it.
Apart from what you do at school, what do you think the differences and 
similarity are between technology, art and craft?
[pause] I don’t think there are many similarities, I think the main difference is 
everyone thinks technology is computers and craft being something you make 
with your hands and art something that you draw.
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Do you do any practical activities when you are not at school?
Yeah, um, I restore vintage vehicles and farm machinery and owt that wants 
doing on farm and that.
Do you do any DIY, making things for everyday use in the home?
Mmm, not really. We do make pigeon hut and that, bits we make ourselves, 
bits and that.
Do you do any model making?
No. [Laughs]. I haven’t got a mind to it.
Cooking?
Not really [laughs].
Gardening?
A bit, sort o f thing.
Do you mend anything?
Vintage stuff: I ’m doing a wagon at the moment. Ford D.
Do you mend a bike?
If  it wants fixing [laughs].
O f all the things you’re not at school, which are your favourites - and 
why?
Oh [laughs] restoration.
What about clothes?
Not really, don’t worry. No.
What about music?
Yeah.
What kind of music?
I don’t know really, any easy listening to.
What about TV?
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Yep.
Which programmes do you watch regularly?
Um, Top Gear.
What do you spend most of your time doing, when not at school?
[Laughs]. Um, well, through the week, then at week-ends it’s with my Dad, 
restoring things and helping out on farm.
Would you rather be doing something else?
No
Please tell me in more detail about the making you do away from school.
Put a, like, bit on the pigeon huts, work the trolleys to put the station wagon 
on.
Where do you do it?
Um, at my Dad’s, or at home, or on farm.
Are you given any help?
Yeah, my Dad.
What do members of your family and close friends say about the things 
you make?
[Laughs] Waste o f time - well my Dad doesn’t, it’s just my, well, sisters and 
that really.
Who and what most influences your ideas about this making away from  
school?
Dad.
Do any of your close family make things, or earn money from making?
Um, oh, my uncle, he’s a joiner
In what ways is this making you do when you’re not at school the same 
as, or different from the making that you do when you are at school?
Well, at school, you’re more set to a budget, aren’t you. At home, you’ve got 
more time and you’ve got a choice o f when you do it - you make a better job 
o f it when you’re at school though.
Really? Why’s that?
I dunno. When you’re at home it’s sort o f a rushed job, when you’re at school 
and it’s for exams you put more effort into it, don’t you.
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Which do you like more - and why?
Um, at home, because you’re not limited to what tools you can use - and at 
school you’ve got that safety things on [laughs].
Which do you value more - and why?
Well, I dunno, when you make it at school you’re proud o f it. I dunno, when 
you’re at home you’re doing it for a job.
How do the facilities and equipment at school compare with those out of 
school?
Um, I think, we, we have got, well, we’ve got, I think we’ve got more stuff at 
home, a lot more heavy duty, but this [at school] is a lot more newer.
What difference does not having it marked make?
[pause] I dunno, when you’re at school you put a mark on it and [laughs] 
you’re told you’ve done well.
Do you know - or have you ever met anybody - who earned their living 
making things, apart from you uncle?
I dunno.
Just your uncle?
Just him really.
Does he design, make and sell his work?
Um, I think he just goes and fits things really. I dunno. He’s been doing a lot 
of work at the candle factory. H doesn’t like making furniture and then sell - 
he does it like, when people ask him to.
In which subjects do you have opportunities to make things at school?
This lesson and then there’s Art - but I don’t do Art anymore. CDT, yeah. 
What have you been making recently?
Um, I ’ve made a clock and I ’m now doing my project for my GCSE - a tool 
cupboard.
Can you tell me about the artefact you made at school that you are most 
proud of?
Um, my clock. It’s just a clock, shaped a tyre, all the measurements you want 
and a Michelin man I the centre. It’s made of - 1 don’t know what it’s called: 
it’s all compressed sawdust [pause].
MDF?
Yeah, MDF and then there’s yellow plastic in the middle.
340
There are a number of stages in the process of making something. Were 
you working to a brief?
Oh yeah, we had to - design your idea, to make a clock.
Who set it?
Mr. Trillam.
Did you have any input into it and if so what?
Yeah, well, you designed it. You chose what shape you wanted it - and what 
you wanted to do.
Were you making it for anyone in particular?
M yself [laughs].
Were there design and modelling stages?
Just drawings and, um, we had the choice o f whatever there was.
Did you decide what was good and what was bad about you work as you 
were making it, or when you had finished?
Um, well I altered it as I went along, as ideas came into my head.
What do you think about it now?
Um [pause] it’s OK [laughs], it’s up on the wall in my bedroom at the 
moment.
If you had to do it again, would you do it any differently?
Um, I think I might draw something with a bit more class about it - maybe a 
bit more posher, I don’t know.
Which parts of lessons that include making do you like best and least and 
why?
Um, making, it’s that what I like best and [pause] I think [pause] research, 
well evaluation, yeah, when you have to evaluate your own work. I think, like, 
that’s the worst bit.
W hy’s that?
Um [pause] I ’m not sure on that. I ’m not sure. It’s just going through your 
work and trying to find faults.
Which do you think is the most important - and why?
Um, I think the most important is the research and designing, because these all 
depend how your project turns out in the end.
Would you describe yourself as good at making things?
[pause] Dunno really. I ’m OK.
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How would you grade your overall performance in making, in 
comparison with others in your class?
[laughs] Don’t like to say that. A lot o f people might get good ideas, but they 
don’t follow 'em through. I ’m OK, I suppose.
What was the worst thing you ever made at school?
Um, we had to do these - when was it? - project on movement, it was 
something that moved and I made this puppet and its legs and arms moved.
What is it that makes some pupils’ work better than others?
[pause] Well, some people just can’t be bothered, not interested and just lazy 
[laughs].
How do people know what is good and bad work in Art and D&T?
It’s your opinion, I suppose, isn’t it.
What do you find easy and what do you find difficult about learning how 
to make things at school?
Um [pause] if  you’re accurate, make your measurements accurate, things like 
that, or if  there isn’t a tool in school what you want.
You find that difficult?
It makes it hard, doesn’t it. People who don’t wanna work, that makes it hard. 
Teacher spends most of the time with that and you can’t get on.
What kind of help do you value most - and from whom?
[pause] Oh, I dunno. People who’ve already done it, experienced people, 
[pause] Well I ’d listen to Mr. Trillam, I ’d yeah. I ’d listen to him, yeah, 
because he knows what he’s talking about.
Have you ever had a disaster when making? If so, please tell me about it.
Yeah, with measurement. I ’m terrible with measurements [laughs]. Yeah, just 
me measurements, I ’m not accurate enough.
Who did you go to for help?
Um, Mr. Trillam and, um, well, friends.
Is it important that lessons include demonstrations of making processes 
by teachers?
I think it’s important, yeah.
Why?
Um [pause], you’re learning, aren’t you.
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Do you think it’s important that you’re shown examples of finished 
work?
[pause] I wouldn’t say it’s important, no.
Why not?
Um [pause] it’s...it’s [laughs] dunno really, um...
Do you think it’s important you learn how to handle materials, tools and 
equipment?
Yeah.
Why?
Otherwise you end up wasting, otherwise you end up either breaking 
something, or wasting materials.
Are you taught particular methods and techniques?
Yeah, we’re shown what, well you know, yeah, we’re shown what materials 
are right for what jobs.
How important is it that your teachers are makers as well and that they 
show you their work?
[pause] Well it is important because, I mean, it’s no good somebody telling 
you what you should do, if  they can’t do it anyway.
Have you seen anything that your Art or D&T teachers have made?
Yeah, um, there’s some wooden things he’s made over there, um there’s a 
lamp, over there, there’s thins thing he made for a disabled child, um, there 
was this cabin he’s made - and he’s shown us these designs, drawings he’s 
made.
Do you ever have visitors in school who make things?
Um, not many on the woodwork side, they had a crafts day and they had 
someone in here, turning things on the lathe
Was this helpful?
It showed you how to hold tools properly and it showed you different ways to 
use the machine.
Who are they and where do they come from?
[laughs] I dunno.
There is a saying: "a bad craftsperson blames the tools” , but it is 
difficult to make things well without the proper materials, tools and 
equipment.
[Laughs] Yeah.
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Can you tell me a bit about the materials, tools and equipment you use at 
school and how important you think they are for your making to be 
successful?
W e’ve got a lot of good tools, we’re a bit short on materials at the moment.
Do you usually have to share tools, materials and equipment in class 
when you learn to make, or are there enough to go round?
Oh, um, there’s enough to go round.
Do you ever have to bring in materials, or are they all supplied? Are you 
given all the materials you need in class?
Um, in the first, second and third year they are, but in the fourth and fifth, 
when you’re doing your GCSE work, I fetched a lot o f mine, you had to buy 
'em, because it’s expensive.
How many pupils are there in classes where you learn about making?
Um [pause] be around twenty.
Is this too many, too few, or about right?
Be a’right, yeah, it would be all right as long as they all worked.
Are the lessons too long, too short or about right?
I could spend all day in here [laughs]. I think they’re just long enough really. 
Do you use computers when you learn about making?
You can do, but I don’t. I don’t like 'em [laughs].
How many computers are there?
There’s them [points at three] and there’s the information room, what’s in the 
other building.
Sometimes you make things in Art, sometimes in D&T. Is there a 
difference and, if so what?
Well Art’s more artistic [laughs] and it’s to look at, isn’t it and in this lesson 
it’s to use.
Do you like making things in one subject more than the other(s)?
I like this lesson [smiles] CDT.
Do you like making out of certain materials more than out of others?
Um wood.
Why wood?
Because I can, I can use that better, I can, after I ’ve done my GCSE, I fancy 
having a go with that - 1 don’t know what I ’m going to make.
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Can you use things you have learned in Art to help you in D&T (and vice 
versa)?
Um, Art you can, for design work, um [pause] DT, if  you’re making 
something structural, I suppose.
Do you think that what you have learned in one is more valuable than 
what you have learned in the other?
Um Art, you can, for design work. Um [pause] DT is more useful - to me. 
Why?
‘Cos I ’m, I ’m sort of making things at home.
Are you going to take examinations which involve making in Art or 
D&T? Which ones?
Well, I’m making my cupboard for GCSE.
How important do you think these exams are?
Well it’s important to me because I think it’s the only one I ’m good at 
[laughs].
Is the making you do for exams different from what you did lower down 
the school?
It’s more important - you spend more time making it a better job - and you 
spend more time so you get more marks [laughs].
Did this help you to prepare for the exams? If so, how?
It’s all useful, um, it’s all useful knowledge, um on materials, you leam skills 
don’t you, as you go up.
O f all the things you do at school, which are your favourites - and why?
MVE and CDT.
Why?
It’s all practical.
Do you think that learning how to use tools, equipment and materials and 
make things in school will be of use to you in your future life?
Yeah.
How?
I ’m hopefully going to go on and become an agricultural engineer.
Will this be of use to you if you are studying at college or university, after 
you’ve left school?
I don’t know if  I’ll have to go. I might have to go to college. Yeah, it might 
be.
345
When you’re at home?
Yeah.
In what ways?
Yeah, um, for when you’re doing things and you’ve got the knowledge and 
skills.
Will it influence your hobbies or the way you spend your spare time?
It’ll help me.
Do you think that practical knowledge and skills you learn in Art and 
CDT will be as useful to you later on as the things you learn in other 
school subjects, such as History and Maths?
Oh well, to me they’ll be more useful.
Why is that?
‘Cos I ’m a practical person [laughs].
Do you think that practical knowledge and skills are becoming more, or 
less important to people and the world today? Why is this?
I think it’s more, it’s becoming more useful, because it’s no god having the 
idea if  you can’t follow it through and it’s no good, you can’t get a job if  you 
can’t, if  you don’t have the experience.
Some people think that it’s valuable to learn about how - and why - 
things were made in the past and who did the making. Do you agree or 
not?
I do, yeah [laughs].
Why?
Um, that’s my hobby and if  it wasn’t for them we wouldn’t have the things we 
have now.
Some people think it’s important to learn how - and why - things were - 
and are - being made in other parts of the world and who did, or does the 
making? Do you agree or not?
I dunno, I s’pose it’s good to know if  you want to.
In your opinion, what is the best way of finding out about these sorts of 
things?
Asking, or looking up things.
Where would you look ‘em up?
In books.
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Are you encouraged to learn about these things in Art and D&T?
Not, not in Art. In CDT you look at it a bit, but not really - no.
Do you learn about these things in any other subjects?
History.
Do you think whether someone is a male or a female makes any difference 
to the way they make things and the kind of things they make?
[pause] Um, I think girls, sort o f do things, sort of more elegant and make it 
look nicer.
Do you think that females are better at making some things and males at 
making others?
Yeah, I suppose so, a bit, yeah.
For example?
I think girls are better at, well, I don’t know, things that are more delicate, um, 
they spend more time on things than boys.
Have you ever come across anything that you really liked a lot and found 
pleasing to look at, handle or use?
Oh, wood turning.
I see, and what about actual objects?
Old engines.
What do you think the main differences are between hand and machine 
made things?
Hand made have, um, are more expensive and, um, have more time put into 
‘em.
Does it matter whether or not the making is done by machine or hand?
Depends what your budget is - and if  you’re buying it, if  it’s hand made it’s 
got that specialness to it, hasn’t it.
Are machine, or hand made things any more - or less - pleasing to look at, 
handle, or use?
Um, I think hand made things, yeah, are more special, you appreciate them 
more, don’t you.
Do you think it’s important that pupils are taught to make things in 
school from start to finish?
[pause] If the person is into that kind of thing, yeah.
Does the word craft mean anything to you - and if so what?
Craft means things what have been made, or [pause] or being made.
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Apart from what you do at school, does the word art mean anything to 
you - and if so what?
No.
What comes to your mind in connection with the word ’art’, as it applies 
to people and the world today?
Oh, I think of drawings and, um, sculptures.
Apart from what you do at school, does the word technology mean 
anything to you - and if so what?
No, not, no.
What comes to your mind in connection with the word ’technology’, as it 
applies to people and the world today?
Um, that’s information technology, isn’t it, that and computers and 
woodwork.
Apart from what you do at school, what do you think the differences and 
similarity are between technologyj art and craft?
There isn’t much really, when you think about it, I suppose art is doing things 
a bit more, they’re very similar when you think about it.
Are there any questions you would like to ask me?
No, can’t think of any.
Well, thank you again for giving up your time to help me.
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